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PREFACE. 



In this little book I endeavoar to give some 
acGount of the Sonnet, and to compare the regular 
Italian form of that short poem with the English 
variety. I seek to prove that while the Italian 
Sonnet of the best writers^ taking Petrarch as their 
exponent, is made np of several organic parts, each 
n( which has its determinate function, and the 
result of the whole is a logical, consistent struc- 
ture, the English form is generally more loose and 
inaccurate. My purpose is also to prove, from a 
itritical analysis of some English translations of a 
number of Petrarch's best prodnctipns, that this 
^reat master of the Sonnet has not hitherto been 
properly represented in this country. 

In the Second Part a number of Petrarch's 
Sonnets are arranged according to their metrical 
slracture, serving to illustrate his three types and 
their variations, together with notes derived, to 
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some extent, from a study of several of the best 
Italian commentators. I also venture to put forth 
my views as to the duties of a Translator; and al- 
though my attempts to render many of these cele- 
brated productions into English are doubtless open 
to some of the censures that I so liberally bestow 
on others, yet I may daim for them this di£fer- 
ence, namely, that they are so far distinguished from 
the performances of my predecessors as to be closer 
to the original, not only in their literal meaning 
but also in their metrical form. 

My desire has been not to obtrude myself at 
the e2}>ense of my author; but, as far as possible, 
to reproduce his sixnple, eloquent, and beautiful 
language into equivalent expressions in our own 
tongue. I have also, in many cases, placed the 
origmal Italian by the side of my own work, so 
that the reader who has but a moderate knowledge 
of the language will, it is hoped, be able to derive 
instruction from this small performance in a not 
unpleasant form. 

Some illustrative matter has been thrown into an 
Appendix, together with an attempt to support the 
opinion that the Laura of Petrarch was never married. 
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TO THE READER 



The dark-eyed stranger from yon snimy clime, 
An exfle 'neath our colder, cloudier skieB, 
For natiye brightness, natiye gladness sighs, 
And the soft speech that yieldiB the softer rhyme ; 

Sighs for the Lore he knew in happier time, 
In the responaiye BUHBhine of her eyes J 
Sighs 'midst the coldness of the worldly-wise^ 
Who dull their sense of beauty in their prime. 

So these sweet sonnets, in my rougher speech. 
As exiles, lose their natiye loveliness, 
The tones unheard of Dante's, Petrarch's lyre ; 

But should they lead thee upwards, 'till thou reach 
Their burning source, to greater from much less, 
I need not blush for my reflected firQ. 



FAItT TEE FIRST. 



AN ESSAT ON THE SONNET: 

ITS ORIGIN, STRUOTUEE, AND PLACE 

IN POETRY. 
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PART THE FIRST. 



1. In the winter of the year before last, finding 
myself in the presence of a great and abiding grief, 
I felt the need of some kind of employment that 
could be taken np and laid down as best suited the 
occasion, without injury to it or to my power of 
mastering it; and at the same time sufficiently 
difficult to absorb my best attention. Among my 
avocations in previous years, I had read a good deal 
of Italian poetry, and had several times attempted 
to enter into the spirit of Petrarch's sonnets, but 
without much success. The occasion seemed to be 
now more favourable to a better appreciation of 
these famous productions, especially in the second 
part. The gentle being who had engaged some of 
the best thoughts of Petrarch's life was dead, and 
the varied notes of sorrow poured out by him be- 
came grateful to ma I attempted to translate some 
of these sonnets into English verse as literally as 
possible, and with the same metrical arrangement. 
Prom these I was led to examine similar composi- 
tions by the best Italian writers, such as Dante, 
Tasso, Ariosto, Michael Angelo, and Yittoria Colonna. 

B 



ANALYSIS OF THE SONNET. 



I need hardly remark that I found the poetical value 
of these sonnets worthy of their fame; but -what 
claimed my attention also was their greater precision 
in structure^ as compared with the sonnets of our 
English masters — a precision which gives to the 
r^ular Italian sonnet a peculiar place in poetry, 
unL'ke that of any other established form of modem 
lyric, for no other form is bound by such rigid 
rules. The sonnet, according to the regular Italian 
type, resolves itself into an octave of eight lines and 
a sestet of six ; these being further subdivided into 
two quatraiQS and two tercets, each of the two sepa- 
rate parts having its own system of rhymes. Thus 
the most common form for the quatrains is for the 
first line to rhyme with the fourth, the fifth, and 
the eighth, and the second line with the third, the 
sixth, and the seventh ; or as the arrangement may 
be more concisely expressed in the formula — 

12 2 1 
12 2 1 

The quatrains are sometimes named the Basi^ or 
'' bases'' of the sonnet^ and the above arrangement 
is known as rima cMusa, or " shut-up " or " enclosed 
rhyme." 

The second mode of arranging the quatrains is in 
aUerruxU rhyme, as in the following formula : — 

12 12 

12 12 



QUATRAINS AND TERCETS. 8 

This stnracture is more sparingly used than the fiisfc, 
and is occasionally varied thns — 

12 12 
2 12 1 

2. The tercets^ or w>lU or '^ turnings/' as they 
are sometimes named^ have much greater powers of 
variation in their rhymes than the quatrains. They 
may be either in nma ineaienata, or ^'interlaced,'' or 
'' interiocked" rhymes; or rima altemata or '^ alter- 
nate " rhymes. Of the former, the arrangement 

3 4 6 
3 4 6 

is the most common ; varied by 

3 4 6 

4 3 6 

or by 

3 4 6 
3 6 4 

and several others, which must, however, be regarded 
as exceptional 

3. I took the trouble to make a metrical arrange- 
ment of the three hundred and seventeen sonnets of 
Petrarcb, and to place them in a tabular form accord- 
ing to the order of the rhymes. The result of this 
analysis is that one hundred and sixteen sonnets, or 
upwards of one-third of the total number, belong to 



PETRARCirS SONNETS. 



what I venture to name Type L, or the normal Italian 
type, as expressed by the formula — 



Typelj^ 



2 2 112 2 1 

3 4 6 3 4 5 



Upwards of another third, or one hundred and 
seven sonnets, have the tercets alternately rhymed, 
and this arrangement^ which may be named Ty^ E IL, 
has the formula — 

_ TT (12211221 

In sixty-seven sonnets the metrical arrangement is 
according to the formula — 

„ ,„ (12211221 
^°^i 345435 

Now it will be seen that in the three types, which 
include two hundred and ninety out of three hun- 
dred and seventeen sonnets^ the variations are but 
slight. The structure of the quatrains is the same 
in all three types^ and in the tercets three lines 
rhyme with three lines. Of the remaining twenty- 
seven sonnets, which do not fall under any one of 
the three types already given, the quatrains in 
eleven sonnets are arranged as in the three types ; 
in another eleven they are in alternate rhyme, and 
in the remaining four they are airaiiged thus — 

12122121 



SONNET BY PETRARCH. 



As to the anaDgement of the tercets^ many of them 
follow one or other of the first three types, and a few 
fall under one or other of the following formnlBB : — 

3 4 3, 3 4 3 

3 4 4, 4 3 3 

3 4 6, 5 4 3 

3 4 6, 4 6 3 

4. Of the first or normal type, the following 
translation firom Petrarch may serve as an illustra- 
tion : — 

Sonnet CGLXL \Leff<mmi U mio pensier in parte^ 
Type L J otf era. 

On wings of thought I soared to regions where 
She whom I seek, but here on earth in vain, 
Dwells among those who the third heaven gain. 
And saw her lovelier and less haughty there. 

She took my hand and said — ** In this bright sphere, 
Unless my wish deceive, we meet again : 
Lo I I am she who gave thee strife and pain, 
And closed my day before the eve was near. 

My bUss no human thought can understand : 
I wait for thee alone — ^my fleshly veil, 
So loved by thee, is by the grave retained." 

Sbe ceased, ah why 1 and why let loose my hand ! 
Such chaste and tender words could so prevail, 
A little more, I had in heaven remained. 

5. Dante, who is perhaps the greatest master of 
the modem Italia;n sonnet, has about forty specimens 
which are r^arded as authentic. The quatrains in 
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thirty-three examples are r^gular^ as in Types I.^ U.^ 
and in., and alternate in the remaining seven. Of the 
tercets connected with the former, eleven sonnets are 
thus arranged — 3 4 5 4 3 6. In eight examples 
they are alternate. In another eight — 3 4 6 6 4 3. 
In six — 3 4 4 4 3 3; and in four— 3 43343. 
In the second case, where the quatrains are in alter- 
nate rhymes, the tercets are in five cases arranged 
as in Tjrpe L, as if to avoid monotony. In one 
case they follow this order — 3 4 6 6 4 3; and in 
one only are they alternate. 

As an illustration of Dante's mastery over the 
sonnet, I give the following from the Vita Nvova, 
with the remark that Dante's sonnet poetry is so 
beautifully simple and direct that the verses often 
seem to translate themselves, as in several of the 
lines of this poem, especially the first : — 

122 1, 1221 \Negl% oechi porta la mia Donna^ 
3 4 5,543 J Arrme. 

My lady carries love within her eyes, 

And thus makes gentle whom she gazes on ; 
Where'er she goes, all men towards her turn ; 
Whom she salutes, trembles his heart somewise, 

And conscious of his own defects, he sighs. 
With downcast look, and countenance all wan : 
Before her, anger, pride, are quickly gone : 
aid me, ladies I to set forth her praise. 

Who hears her speak, feels something come to bless, 
For, in his heart, sweet, loWly thoughts are bred ; 
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He's blest who first beholds her for awhile : 
Bat how she looks if she bat gently smile, 
Cannot be kept in mind, still less be said. 
New miracle is she of gentleness. 

6. Of the eighty complete examples of the sonnet 
left by Michael Angelo^ seventy-one fall under the 
metrical* arrangement of Type L^ eight onder Type 
n., and one only in which the rhymes both in the 
quatrains and the tercets are alternate The follow- 
ing is firom this master : — 

SoMrar XV. | j^^ ^ j^^^^ ^^^^^ ^^^^ canedto. 
Type L j 

Hid in the marble, there already lies 
Whatever the greatest sculptor can design : 
He only sets it free from its rude shrine. 
Whose hand skill guides what intellect supplies. 

The ill I flee, the good I so much prize. 
In thee, lady 1 fiEdr, yet proud, divine. 
Thus hidden lie ; and that in death I pine, 
Beverse effects, from those intended, rise; 

Loye then is not to blame for ills I feel, 
Nor yet thy beauty, hardness, high disdain ; 
I blame not chance nor my hard destiny : 

If death and life thou in thy heart conceal, 
I, all unskilled, though loving, seek in vain 
To draw forth Ufe, I death alone set free. 

7. My edition of Tasso contains two hundred and 
twenty-three sonnets. Of these sixty-four belong to 
Type L, thirty-four to Type IL, and forty-four to Type 
m Of the remaining eighty-one, the quatrains are 
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regular in seventy-one examples* As to the tercets, 
they are thus arranged in twenty-six examples:— 
346643; andin twelve thus — 346453; and in 
fifteen — 3 4 6 3 6 4; and in eighteen — 3 46634. 
Tasso deals bnt little in alternate rhymes. The fol- 
lowing is an illustration of his style :-7— 

Type L — Amore dhna i del mondo^ Amore i menie. 

Lore is the soul of the world, and Love id mind ; 
He guides the sun obliquely on his way ; 
The planets dance to his lyre's celestial play^ 
As swift or slow the measure is combined. 

He rules earth, fire, the waters, and the wicd, 
In the vast body mingled j, 'neath his way 
All things are nourished ; men are sad or gay, 
And hopes, delights, and cares, and dolours find. 

Though Love creates all things, o'er all is king, 
In all resplendent, brightness making bright. 
And of our lives makes up the greater part ; 

Why need we seek him on celestial wing. 
Since he has fixed his palace in the light 
' Of thy sweet eyes, his temple in this heart 1 

8. Ariosto has not composed a large number of 
sonnets ; but most of them are constructed according 
to Type IL^^and a few of them are codcUi, or tailed. 

9. Taking the first hundred sonnets of Yittoria 
Cplonna, the same respect for established types is to 
be observed. Forty-six follow Type L, eighteen 
Type IL, and forty-six Type III. In the remainder 
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the quatraina are all regular; but the tercets aie 
more variecL 

10. The conclasion to be drawn £n>in these state- 
ments is, that the Italian sonnet is a poem of regular 
construction. It is not what some of pur best Eng- 
lish poets make it, namely, a short continuous poem, 
ronning through, fix^m the first line to the last, in 
almost any order, and winding up with a couplet ; 
but built up of parts or quatrains, the Baxi or bases 
jof the structure ; and of tercets or Fo2fe, turnings or 
roads to which the Ixm point Moreover, each quat- 
rain has its peculiar office or function, as well as 
each teret, and hence they should be kept distinct, 
and not be run into each other, — as distinct as the 
separate parts of the Greek choral ode, which has 
been supposed by some to be the parent of the regular 
Italian sonnet; the first quatrain being equivalent 
to the strophe, the second to the antistrophe ; the 
first tercet to the epode, and the second tercet to 
the antepode. But the more usual theory is that 
the sonnet originated with the ProvenQal poets in 
common with the cwnaoney and many other forms, in 
which the structure is bound by so many conditions 
of versification that it seems marvellous how the 
thought could ever be moulded by the writer or 
find its way to the mind of the reader or auditor. 
As the words saneito and eansxme imply (£rom piccol 
suano, a small sound or composition, and dai ccmto), 
they were siuog with a musical accompaniment, in 
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common with all lyric poetiy^ and had reference to 
the composer^s own thoughts and feelings. As the 
Horatian lyrics meiged into the rhyming verses of 
the mOnks, and scansion gave way to accent, these 
probably gave rise to the poems of the troubadours 
(frovatori, i,e, inventors) of the early part of the 
eleventh century. The rules of versification by which 
the perfect models of Horace were guided were not 
understood ; but, as it was evident that some rulies 
were necessary, these were framed with reference to 
the arrangement of verses and of rhymes, often of a 
complicated and fantastic character. Such a Latin 
couplet as the following : 

Gena brevis, vel cena levis, fit raro molesta ; 
Magna nocet, medicina docet ; res est manifestay 

would be sure to please a people in the rudiments 
of a reviving Hterature by its ringing rhymes, and find 
numerous imitators in the modem tongue. In this 
way the ear became fascinated with frequent rhymes, 
and, as they grew more and more fammaor , it was 
held to be a feat to make their arrangement difficult, 
and to introduce them into unexpected places in 
the verse. Even such great masters of versification 
as Dante and Petrarch were to some extent bound 
by the prevailing fashions, and produced poems 
which ore perfect marvels of complication. For 
example, Petrarch's sixth Carvione, Verdi panni, etc., 
consists of eight stanzas of seven lines each, and the 
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rhymes are 80 distributed that the conespondiDg 
lines of the several stanzas rhyme together — ^thns 
the 1st line of the first stanza rhymes with the 1st 
line of the second .... 8th^ and so on of all the 
othei lines. But this is not the only difficulty ; the 
b^innings of the 4th' and 6th lines of the first 
stanza give rhymes to the beginnings of the 4th and 
6th lines of all the succeeding stanzas. The poem 
winds up with an tfwtxA or ciommiaXo ^ of two lines, 
rhyming with the 6th and 7th lines of the pre- 
ceding stanzas. Petrarch's Canzone XXII., Mai turn 
vd piu cantar, is a wonderful example of the power 
of rhyming given by the Italian language. There 
are six stanzas of fifteen lines each» and the terminal 
rhymes are thus arranged in each stanza — 1 2 312 
3464466776. But, in addition to this, the 
last word of each line rhymes with a word in the 
middle of the next line : 

Mai nan vo^ piu caniary cani io soleva 

Oh* aliri non ni intendeva; (mS ebbi scomo 

E puosri in bd soggiomo esser molesto. 

But, for the sake of variety, the rule is not observed 
in the 10 th and 14th, which are short lines, nor in 
the 4th, 13th, and 16th lines. In contrast to this 
weallji of rhyme, is Petrarch's 34th Canzone, S'il 
dim mai, of six stanzas of nine lines each, and a 

^The eonmiaiOi or "leaye-taking^" often coiudste of lialf a 
fltana, in which the poet addreeaes his compodtion, says what he 
expects of it, and wishes it good speed. 
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refrwm or e(ymmi(xto of four lines, and only three 
rhymes in the whole poem ; while the words S^U 
dissi axe repeated at the beginning of the Ist, 3d, 
and Sth lines of each of the first four stanzas, and 
dismissed at the 6th with Ma iio nol dissi. The 
rhymes of the first stanza are thus arranged — 

1221133 3, 1 

But most remarkable for complication is that variety 
of the canzoM known as the sestma, which, as its 
name implies, consists of six stanzas, each stanza of 
six lines, and the terminal words of the first stan^ 
also form the terminations of the lines of all the 
other stanzas, but in a different order ; only with 
this condition, that the last word of each stanza 
must be the terminal of the first line of the next 
Not being able to find in Crescimbeni, or any similar 
authority, on what principle the terminal woids of 
the various stanzas are arranged, I took one of 
Dante's sestinas. Amor mi mena, etc., and arranged 
the terminal words of each stanza in horizontal lines, 
and also in vertical lines. This produced a certain 
harmonious arrangement, which satisfied me that 
some principle of selection overruled this sedina; 
and having obtained the same result in other aedine, 
I was able, with the assistance of my mathematical 
Mend, Mr. Walenn, to state the followipig law of the 
composition, namely : — ^That each stanza is formed 
from the previous one ; and if 123466 be the 
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Older of the tenninal woids of the previetis stanza^ 
the Older of the woids in the stanza in question is 
616 2 4 3. Thus, in all three of Dante's sestinas^ 
the tenninal words in the first stanza 



\f umbra; 2, coHU; 3, erla; AyVerde; 6yp%etra; 6, dorwa, 

Then^ according to the rule, these words are thns 
arranged in the second stanza — 

6, donna; 1, ombra; byfiitra; 2, coUi; 4, verde; 3, erha. 

The words thus arranged in the second stanza now 
control the arrangement in the third stanza; but 
before applying the role^ the words as they stand in 
the order 6 1 6 2 4 3> without disturbing that 
order, must be re-numbered 12 3 4 6 6; and from 
this re-numberingy the rule for the arrangement of 
the third stanza is to be applied thus — 

3, erba; 6, donna; 4, verde; I, omhra; 2, coUi; 6, pietra, 

and so on for the remaining stanzas. 

The law or rule in question may also be thus 
stated: — The terminations of the alternate even 
lines of each stanza follow the sequence of the pre- 
yious stanza in direct order ; and the terminations 
of the alternate odd lines of each stanza foUow the 
sequence of the previous stanza in inverse order. 
Thus the second, fourth, and sixth lines of every 
stanza have respectively the same terminatioiis as 
the first, second, and third lines of the previous 
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stanza ; and the fiist^ second, and third lines of any 
stanza have respectively the same teiminations as 
the sixth, fifth, and fourth of the previous stanza. 

In order that the reader may test the application 
of these roles, I give the six terminal words of 
Petrarch's 36th Ccmasone, Arm tre di, etc., as they 
occur in all six stanzas, and in the final eommiato, 
in which, as is usual, three of the words are at the 
end, and the other three in the middle of the lines. 
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There, axe also double seetine of twelve stanzas, 
such as Petrarch's 46th Canzone, Mia henigna for- 
tuna, etc. These follow the same law, and the 
second half is a repetition of the first so far as the 
arrangement of the terminal words is concerned. 
There are also triple sestine <3i eighteen stanzas 
each ; and sestine with twelve lines to each stanza, 
as in Dante's 10th Canzons, Amor tti' vedi len, etc. 
In these last the terminals of each line are formed 
ttom those of the previous stanza, according to a 
fixed law; the terminal of the last line of each 
stanza being also the terminal of the first line of 
the next. In the example just cited there are but 
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five distinct terminals in the twelve lines of each 
stanza^ and each stanza is a pattern or fonn in 
which the law of sequence leads to the suhstitation 
of the leading and other terminations in a r^gcdar 
and pleasing oider. If the oider of the previous 

stanza be 1 12^ that of the stanza in 

question is 11, 1, 12, 11, 2, 12, 11, 5, 5, 12, 8, 9. 
In each stanza the tenninald of the 1st, 3d, 4th, 6th, 
7th, and 10th lines are the same, and are determined 
by the termination of the last line of the previous 
stanza. The terminations of the 8th and 9th, and 
also of the 11th and I2th lines are the same. 
The form may be concisely shown by assigning 
the letters A B G D E to the terminations : — 

1. ABAACAADDAEE 

2. EAEEBEECCEDD 

3. DEDDADDBBDOO 

4. ODCOEOOAACBB 

5. BCBBDBBEEBAA 

6. AEDDCB 

Beginning at the right hand bottom comer and 
following the lines upwards, the letters will be 
found to range in alphabetical order. This system 
returns into itself after five variations. 

Although Petrarch has left a good many sestine, 
subject to the above complications, yet both he ^^d 
Dante, in their nobler Canzoni, throw off the tram- 
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meld thus imposed on them. They also use the 
haUaia of the ProveiiQals, but not with its condition 
of being simg dancing; nor do they adopt the 
various repetitions {BpringaJU, from ^pringare, to jog 
the feet), accompanied by various motions of the 
body; nor the ritornMi, or burdens of the song, 
which are repeated at intervals or at the close. 
Several ballata are given by Boccacio in the Decar> 
vMfrcm. Some of the hallcUe are named maggiolaU, 
from being much in use in the month of May. 
There were also serveTUesi, a kind of satirical poetry, 
in various metres and orders of rhyme, so incate^ 
nated that a rhyme of the preceding tercet or 
quatrain is brought into the succeeding one. In 
this way arose the ordinary terza rmo,} , 

It seems impossible to examine the forms of the 
Provenqal poems without feeling that the sonnet 
is quite in harmony with them. The arrangement 
into quatrains, with their limited rhymes in a pre- 
scribed order, and the somewhat greats freedom in 
the tercets, are precisely the conditions that would 
meet the approval of the ProyenQal critic. The 
sonnet passed through many changes, in the length 
of the verses, the order of tihe rhymes, the addition 
of tails or ronddhs; but there is no doubt that the 
regular sonnet of fourteen lines, with the rhymes 
as in Type III., was in use as early as 1321, such 

^ SpecimjBDS of the Sesbmek^ Maohrigal, and BdUaia^ are giyen in 
tibe Affjendiz. 
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a sonnet being written by Gngliehno de gli Amal- 
ricchi^ in honour of Bobert, Sang of Naples* In 
Italy^ the sonnet^ in the hands of Era Gnittone 
d'Arezzo, Dante, Cino> and lastly Petrarch, was per- 
fected; and it seems probable that these great 
masters received from the Proyen9al poets the form 
of the sonnet .as well as that of the eamxyM^ the 
us^na, the "ballalta^ etc. 

The place of the sonnet in poetry thus b<9comes 
pecntiar. It is the only remnant of the Provencal 
poets that has survived in modem song in the form 
and with the conditions imposed upon it by its 
authors. Other forms of lyric poetry have indeed 
come to us from the Provencals, but before adopting 
them they were released £rom most of their shackles, 
so as to leave the poet a large amount of freedom. 
The sonnet^ fix^m its brevity, its happy structure, 
and the facility with which it adapted itself to the 
wants of the poet, either did not require, or could 
not submit to, such treatment It still consists of 
fourteen lines, and is most successful when the 
laws of its structure are obeyed, and the functional 
uses of its various parts respected (13). 

11. It is, however, proper to notice that while 
Cresdmbeni ^ and other literary historians refer to 
the ProvenQals for models for the early Italian 

^ridofiadtUa ViOgar JP^>$ria aerUta da Oio. Mario CHre^^ 
Oanumico di £L Maria in OomnMn, a Outtode d^Armdia.'-'Vmnia 
1781. 

G 
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poetry^ not only mth respect to the foim and the 
rhyme^ but also to the language and the ideas^ later 
historians maintain with much force of evidence 
that before the Plx^venQals even began to write, the 
Italians had their own language aQd a considerable 
poetical literature.^ It is even maintained Uiat, so 
far from the Italians borrowing from the ProveuQals, 
they were indebted to the Italian troubadours for 
their own literature. 

The main points of the argument firom the 
Italian point of view may be thus stated ; — 

At the time when the Frpvenqals began to 
write, the Italians were in possession of their own 
language, which they must have abandoned had 
they adopted the poetry of the Froven9als. In the 
Vatican library is a manuscript collection (Godex 
8793) of the oldest and most authentic poems of 
the Italian troubadours. It is written on parch- 
ment, in folio, in a neat hand, and is in good pre- 
servation. The writing is of about 1265-1275. 
The poems are not divided into lines and stanzas, 
but are written like prose. The Codex contains 
poems by no less than one hundred Italian trouba" 
dours, all anterior to the time of Lapo, Gino, Guide, 
and Bante. The collection is so considerable that 

^ **La Ungua ItaUana cmHchisnma di ongme^ era giaformata e 
eoUOi qmndo non eaisUva ancora U provengcUe," — See lieHe ItaH- 
cms vnedUe di dugmto cnUori dalF origins deUa lingua infino al 
seeolo dedmowUmo, BaocoUs e iUustraU da F> Tnuehi.'r-Fraitot 
1846. 
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it would occupy iseyeral thousand pages of piint in 
octavo. 

Kor can it be maintained that this codex con- 
tains aU the works of the Italian troubadonis, 
although it exceeds in bnlk the whole body of Pio- 
yenqal poetry that has been pteserved. Its style is 
often admirable^ proving that the language must have 
been long cultivated, so as to have assumed a definite 
form in the fiist half of the tenth century, when 
many of the writers are known to have flourished. 

Dante ^ and Petrarch ^ afSrm that Italian poetry 
had its birth in Sicily. Signer Trucclii, in following 
up this idea, shows that the Italians, having frequent 
relations with the Arabs, in Sicily and the Levant, 
borrowed from their literature and imitated their 
verses. Sicily was overrun by the Arabs, iuD. 820 ; 
and Palermo was captured. by them in 920; and 
they occupied the whole island, established a stable 
form of government, and caused agriculture, com- 
merce, industry, arts, and letters to flourish. In 
the earliest known productions of the Italian 
troubadours, the form, style, and modes of thought 
of the Arabian poets are to be traced. like them, 
they accompanied their poems with music, adopting 
a simple and expressive melody. Hence arose the 
musical names of Italian poems, from viumOt tono, 
melodia, aaneito, canzone, and icUlcUa, as pointed 
out by Dante. The Court of William IL, King of 

^ Libra cUlla voyeur etoqwrnut, * Trionfo dPAmare, 
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Sidly; who ascended the throne in 1166^ was the 
centre of the Italian troubadoni^s art 

It is farther shown that while the Italian trouba- 
dours were constantly improving the style and range 
of their compositions^ imtil they cuhninated in Dante 
and Petrarch^ the F^pi^fiii^ poetry did not advance. 
That whereas the Italian troubadour was a literary 
man^ the Proven9al was a vagabond^ who made a 
trade of his minstrelsy^ and found in the manners 
and customs of the time abundant material for his 
amatory and even licentious muse> and in military 
exploits material for lauding the powerful Thus^ 
with his lute across his back, he travelled from city 
to city, from castle to castle, singing his verses, and 
attracting attention by various drolleries and buf- 
fooneries, strange dresses, and whimsical attire; 
thinking of anything rather than the elevating in- 
fluence of good poetry on taste and morals. The 
Italian troubadour did think on these things ; and 
while he of Provence and France became the jest 
of the common people, his Italian prototype was 
regarded as a teacher as well as an entertainer. 

But there is proof that some of the Provencal 
writings are of earlier date than the Italian. On 
the hypothesis that l^e Provencals derived 'their 
poetry from the Italian, it is argued tha.t, when, in 
the course of political changes, Provence became 
suddenly separated from that great onward move- 
ment which gained for Italy civil and political 
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liberty; Provence became isolated and stationaiT; 
and made no advance in cnltoia Its langoage 
continued to be the same in the thiitemth and 
fourteenth centuries as in the tentL Italy, on the 
contrary, during this period, was progressing in 
civilisation, culture, court life, univendiy life, and 
republican institutions, and produced her Dante, 
Petrarch, Boccacio, Macchiavelli, Guicciardini, Tasso^ 
and other men who are still dear to literature; while 
the works of the Provencals were completely for- 
gotten. And although, in later times, passages 
firom the Provencal poetry placed by the side of 
certain passages from Oino, Guido, Dante, and 
Petrarch, show a resemblance, it is contended (i) 
that if those great writers imitated at all, they 
would not do so from a literature that they de- 
spised, but from their own eady troubadours ; (iL) 
that the Provencals had already borrowed from the 
Italian troubadours poems which were known in the 
time of Daiite and Petrarch, but subsequently lost ; 
(iii) that supposing there are certain passages in 
Petrarch, etc, which resemble those of Provencal 
poets, it must be remembered that the language of 
poetry, produce^ under the same conditions, has 
certain points of resemblance among nations that 
are in ma^y respects alike ; but if one nation at- 
tains to high political advantages, which the other 
does not realise, the literature of the one will 
display progress, while that of the other wQl re- 
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main stationaiy or declina The poetical fonii8> 

sentiineiits, and expressions -. of Cino, Guido, Dante, 

and Petrarch, had long been in the heart and mind 

of the Italian people, and they had been trained 

thereto by the gradually increasing ciilture of the 

early Italian troubadours ; and it must be added that, 

judging firom the numerous specimens given in the 

volumes referred to, the Italian troubadours gained 

a much higher poetical footing than was ever 

achieved by the PlroveuQals. 

According to Signor Trucchi, rhyme, verse, and 

the sonnet, were spontaneous productions of the 

Italian language. Bhyme -probably originated in 

the facility with which Italian words re-echo each 

other in similar sounds, and in the fondness of the 

common people for small bits of wisdom thus made 

to jingla Many such of very early date are in 

existence, such as 

Uomo ehe ode^ vede e (ace 
Si vuol fdvere in pace. 

(He who woidd live in peace 

Must hear, see, and from talking cease.) 

Two lines or motets united in this way were called 
cdbbole or cdbboleUi; Spanish, cMa; Provencal, cdblas; 
Erench, cowpUt or stanza ; and the number of lines 
varied from two to fifteen. A long string of motets 
formed 9,froUa oiifroUolay and was made in one of 
two ways. The £rotta of two or three lines rhymed 
together and stood alone, this being the oldest method; 
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or they were worked together^ so that one verse 
was connected with another by means of rhyme. 
This sort of poetry became popular in the thirteenth 
century^ and occupied many minds in its composi- 
tion. Those who made the yerses also supplied 
the tones to which they were sung; until, as the 
poetical art improved, some of the best writers pre^ 
feired to call in the aid of musicians more skilled 
than themselves, and this led to the separation of 
the two arts. In the Vatican Codex is a haUata 
beginning Zontana dimaranza, by the troubadour 
Lemmi da Pistoia, under which is inscribed CaseUa 
diede U suono; that is, arranged the musical notes. 

In the course of time the term sfiumo or aonetto 
was applied to every kiiid of lyric poetry that was 
accompanied by music, and composed of stanzas 
united together by corresponding rhymes. The 
number of lines was not limited, for we have son- 
nets of 9, 11, 12, 16, 17, 18, and 20 lines, to say 
nothing of sonnets with various additions. The 
lines were also of different lengths, as in the fol- 
lowing, from the Codex referred to : — - 

Un soneUo voUio fa/re Che amorosa 

Perlaudare Sella gio mi fa provare. 

La mia doima graaiasa, 

(A sonnet I wou}d write, to the praise of my gracious 
lady fair, whose loving care, gives true delight to me 
alwaya) 

Among the specimens of the Italian troubadours 
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are sonnets of fourteen lines^ consisting of two 
qnatiains and two tercets^ the quatrains in alternate 
rhyme ; but when we come to what Signer Tracchi 
names the TromioTi ddla tra/nsizione, the sonnet 
begins to assume the regular form. A large number 
of sonnets by authors of the transition-period 
are given^ and these are marked by elevation of 
thought, freshness of idea, and nobility of language, 
—qualities which served worthily to introduce the 
new school of poetry. The first regular sonnet 
seems to bear date somewhat anterior to 1266. 
After 1294 the last Italian troubadour expended 
himself in Fra OuiUone. 

Signer Trucchi's theoiy seems to prove too much, 
for among the numerous specimens of the trouba- 
dour muse given in his four volumes, I have not 
met with some of the rhythmical and metrical 
arrangements claimed by the Provengals. The 
Italian troubadour poetry is more simply con- 
structed them theirs. I have not found among the 
numerous specimens given a single example of the 
sestina, the invention of which is distinctly claimed 
by a weU-known Ptovengal poet, Amaud Daniel, 
whose life, together with the lives of other Pro- 
vencal poets, forms the subject^of one pf Orescim- 
beni's quarto volumes ; so that the Provencals were 
not all vagabonds, but were in many cases the 
representatives of the literature of their time. 
Moreover, Signer Trucchi's theory has not been 
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I 

altogether accepted by Italian 'writers of repute. 
Kannucci, for example/ in his copionB selections 
firom the Italian tronbadonrs^ is constantly referring 
in his notes to words adopted by them from the 
Proyenqals. Indeed, he has a separate work en- 
titled ** Words and Phrases derived from the Pro- 
yen9al Langnage" liastly, if the 9isdma and some 
other forms made use of by Dante and Petrarch 
are not found in the works of the Italian trouba- 
dours, but are found in those of the Proyen9al poets, 
then the conclusion must be ' that the Provengals 
invented these forms, and that Dante, Petrarch, etc., 
borrowed from them. Some examples of this in the 
case of Petrarch are given farther on (34). 

But while the troubadours and the Provencals 
must be regarded as the representatives of the 
poetical mind of the time, there was another class 
of men who really were vagabonds of no great 
repute, namely, the jonglewrs or itinerant singers, 
known over the greater part of Europa The Italian 
jongUfwrs are noticed by Petrarch in one of his letters 
to Boccacio, written in 1364. He says : — ^"^ These 
people have not much intelligence, but a good 
memory and plenty of ef&ontery and impudenca 
Having nothing of their own, they plunder other 
people, and visit the courts of princes to declaim 
with much emphasis verses in the vulgar tongue 

^ Maawude deUa LeUmutwra ddprimo seoolo deUa Ungua ItaH' 
OfMk— iVrwicfl^ 1866. 
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which they have leaxnt \sj heart They thus con- 
ciliate the good graces of noblemen^ and get from 
them not only money but clothes and presents of 
all kinds. They replenish their stock-in-trade at 
the houses of the best authors^ from whom they 
obtain verses by means of prayers^ and sometrmes 
money, should the author be needy or. avaricious. 
I have often been importuned by them; although 
they come but rarely now, perhaps on account of 
niy age, or my change of literary pursuit, or my 
frequent refasals, — ^for having often been much 
pestered by them I treated them with rigour, and 
they found me inflexibla Sometimes, however, 
touched by their misery or their humility, I have 
yielded, and employed a few hours in composing 
something to enable them to live. Having obtained 
what they wanted, I have seen them depart naked 
and miserable, and return some time after clad in 
silk, with a well-filled purse, to thank me for having 
drawn them out of misery. This so affected me, that 
considering what I did for them was in the way of 
alms, I was in the habit for some time of yielding 
to their request ; but they annoyed me so often that 
I had to change my mode of dealing with them. 

'' I asked them one dtj^y why they always came 
to me, why they did not go to other poets, — to 
Boccacio, for example.' They said they had often 
done so, and always without success. On my ex- 
pressing surprise that a man so prodigal with his 
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money should be stingy with his verses^ they said 
that Boccacio had bxmit all the verses he had made 
in the vulgar tongua More surprised than before, 
I asked the reason. They did not know, but one 
of them remarked that Boccacio was waiting for 
time to mature his powers, in order to correct the 
productions of his youth. * But why bum them/ 
said I, ' if he wishes to correct them ? * " Petrarch 
knew the real reason, namely, that Boccacio, finding 
Petrarch's verses so superior to his own, destroyed 
them in a fit of discouragement The remainder of 
Petrarch's letter is made up of gentle and affection-^ 
ate remonstrance. '^ If you cannot hold the first place 
with Dante, why not be content with the second or 
the third?" 

12. Whatever difi&culties there may be in the 
way of a dear history of the origin of the sonnet, 
there is no doubt that it was brought to perfection 
by the great Italian poets, and received its highest 
finish from the hands of Dante and Petrarch. In 
proceeding to an examination of the object and 
purpose of the regular Italian sonnet, my illustra- 
tions will be taketi chiefly from Petrarch, whose 
fame rests upon his sonnets and canzoni, as that 
of Dante upon his great epic. 

The object of the regular or legitimate Italian 
sonnet ^ is to express one, and only one idea» mood, 

^ The term legolar, or legitimate, is applied to the eonnet of four- 
teen lines^ the stmctore of which has been already explained (1) 
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sentiineiit, or proposition^ and this must be intro- 
duced in appropriate language in the first quatrain^ 
and so far explained in the second^ that this may 
end in a full point; while the office of the first 
tercet is to prepare the leading idea of the quatrains 
for the conclusion, which conclusion is to be per- 
fectly carried out in the second tercet, so that it 
may contain the fundamental idea of the poem, 
and end, as it were, with the point of an epigram. 
In short, the quatrains should contain the proposi- 
tion and proof; the tercets its confirmation and 
condusioiL It must be obvious that such con- 
ditions exclude the final couplet of the English 
sonnet, and are also Opposed to the practice so 
common with Wordsworth and other celebrated 
English sonnet-writers, of running the second quat- 
rain into the first tercet. If the English had followed 
the Italian practice of printing the sonnet — ^that is, 

(2) (3). It excludes sucIl odd and fancifol varieties as cavdated or 

tailed wmmU; mtUe sarmets, in whicli the rhymes are of one 

syllable, as in Englisli, althongh in Italian this form is limited to 

comic snbjects ; iterating or conHnuoita aonnetSf in which only one 

or two words are used to end every line, as in Petrarch's sixteenth 

sonnet,— the terminal words, instead of rhyming, are reiterated, 

thns: — 

Fariey luce, luee^ paHe. 

Parte^ luce^ Ittce, parte, 

Mbrte, desio, aole, 

Morte, desio, sole. 

There are also retrograde eonmetSf which read the same forwards and 
backwards ; chained or linked eonnets^ in which each snccessiye 
verse derives at least one of its rhymes from the preceding stanza ; 
ivUenooven eonnetSf in which words rhyme in the middle of the 
lines as well as at the end ; and some others. 
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with such an arrangement of t^pe as to distingnish 
eaoh separate part^ and show that it really ia a 
stractore made up of four distinct membera or 
organs— the defect alluded to would probably have 
corrected itself by the eye qs well as by the ear. 
It mu8t> however^ be confessed that the sonnet is 
much better adapted to the Italian language than 
to the English tongue; for, whereas, the former 
contains such a wealth of disyllabic rhymes, that 
there is no difficulty whatever in limitihg the 
sonnet to four or at most five flowing rhymed end- 
ings, our rhymes being mostly monosyllabic, greatly 
limit our power of rhyming. Moreover, the mode 
of reading Italian poetry, so as to secure the rhythm, 
is different from our own, and this gives a much 
greater facility of expression to the Italian. As 
Italian words, with very few exceptions, terminate 
in vowels, the final vowel is cut off before a word 
beginning with a vowel ; so that the usual line of 
eleven syllables may really be extended to thirteen 
or more, and yet be read only as a five feet line. 
Thus, in the 813th sonnet of Petrarch the first line 
of the second quatrain — 

** TUy ehe vedi i mid mali indegrd ed empi," 

contaLos sixteen syllables, so that in reading the 
line three elisions have to be made.^ In Ihe hands 

^ AQCording to Pryden (Dedication prefixed to tlie second Tolmne 
of the translation of Viigil, 1780), the language is made of such 
soft metal as to leqmie an alloy of this kind, to give it sufficient 
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of a good poet a line may thus be produced so 
pregnant with meaning that it cannot be properly 
rendered into an English heroic verse, which can 
claim no sucb privil^e as that of the Italian. I 
do not know how the above Une, for example, is to 
be twislated into a corresponding English line, so 
as to give the sense and yet be rhythmicaL Happily, 
Petrarch's verses are not always so fall of meaning 
as this ; on the contrary, they are often so difiEuse, 
that the dij£culty lies the other way, the English 
being more terse than the Italian ; so that it often 
requires padding, or the feeble aid of expletives, to 
make up the full measure of the verse. This remark, 
however, does not apply to the sonnet above referred 
to, which is full of condensed thought pathetically 
and even majestically expressed, — ^so much so, that 
some critics, Euglish and Italian, refer to it as the 
finest of Petrarch's sonnets. In order that the 
reader may form his own judgment, I append 
the sonnet in the original, and also an attempt to 
render it ihto English with the same metrical 
arrangement.^ 

hardness for coining; that is, for good writing. IfTeyertheless, 
this extensiye catting o£f of the vowels is a great adyantage to 
the anther, and sometimes an equaUy great disadvantage to the 
translator. 

^ A Mend of mine, who translated this sonnet, has allowed me 
to improve my translation hy a reference to his ; and he is so good 
as to say that he has improved his by a reference to mine. I am 
also indebted to him for taking the trouble to revise most of the 
tranfiOations contained in this volume. 
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SoNBTTO CCCXin. — ^Typb IL 

rvopiangendo i mieipasaaH tempi, 
I quai pari in amar eoM markUef 
Senza levarmi a volo, avend *io Vale, 
Per da/r fone di me nan basri esempL 

Ttk, che vedi i miei mali indegni id empi. 
Be dd Oido, innstMfe, imimortdU, 
8oce(nn alF alma diSfAUa e frale, 
El 9U0 difetio di tm graria adempL 

8i che, i ib vim in guerra id in tempesla, 
Mora in pace ed inparto; eula sUmza 
Fu wma, almen sia lapairiita onesUk 

A qudpoco di viver, che ni* avanza, 
Ed al marir degni esser tm manpresta : 
Tu sai bm che *n alirui non ho speranza. 

2Va/ndation. 

I still lament^ with tears, the years gone by, 
Wasted in loving but a mortal thing; 
Though I ooidd soar, not rising on the wing, 
To lofty work, which might perchance not dia 

Thon i who knowest my impiety, 
Xnyisible, immortal, heavenly King ! 
To my fraQ wand'ring soul some succour bring, 
And its defects of Thy own grace supply. 

Though tempest-toss'd and oft in strife I be, 
At peace, in port^ let me my life resign, 
Though spent in vain, yet dose in piely : 

In that short span of life I yet call mine. 
And in death's hour extend Thy hand to me ; 
Thou knoVst I trust no other aid but Thine. 
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1 3. Kow the question is^ whether this is a perfect 
sonnet: that is^ does it fulfil all the conditions 
required by the great Italian masters and critics in 
this dass of composition ? and these conditions are 
sufficiently comprehensiye and stringent. In the 
first place> the quatrains must not contain more than 
twOy nor the tercets more than three> rhymes, (ii) 
The rhymes must be sufficiently varied and con- 
trasted without being forced^ ajid must fall into 
their places so natutally as never' to suggest the 
idea that a word, much less a line, is introduced for 
the sake of the rhyme. The contrast of rhymes 
just referred to, must be observed not only with 
respect to the two rhymes of the quatrains, but these 
must be in contrast with the two or three rhymes of 
the tercets ; that is, the contrasted rhymes must not 
play upon the same voweL For example, either of 
the following would be a bad set of rhymes for a 
quatrain, because in each case the four words depend 
upon. the same vowel: — 

time, side, wide, chime, 
or way, gain, remain, day. 

(iii) The sonnet must consist of one leading idea» or 
thought or feeling, (iv.) The words employed must 
be choice and effective — ho word must be out of 
plaice, and there must not be a word too much or 
too. little.^ (v.) The thought must be worked out 

1 Leigh Hniit (Book qf the Sonnet) says it is better to' avoid 
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with perfect clearness j there most be no obscunty 
of meaQing, no sense of lireleYancy or insufficiency ; 
but the poem must go on increasing in interest and 
lead up to an impressive dosa (vL) It must farther 
be noted that the second quatrain should not be run 
into the first tercet^ but dose with a full point ; and 
the sonnet must not end with a couplet, nor with 
an Alexandrine. 

Does the. sonnet before us comply with these con- 
ditions? (i.) There are only two rhymes in the 
quatrains and only two iu the tercets, (ii) The 
rhymes in the quatrains are suffidently varied, empi 
and ah employing difiTerent vowels; while in the 
tercets e^ and wnaa are sufficiently removed from 
each other, and from the terminations in the quat- 
rains, (iii) The idea is dear and distinct — the 
poet laments his wasted years and follies, and prays 
for pardon and peace at the last (iv.) The words 
employed are choice and expressive; although the 
commentator Tassoni objects somewhat to the ex- 
pression 'porrt i tempi, *^ to place one's times/' instead 
of ^pmdere il tempo, ''to spend one's time;" and 
both he and Muratori object that vana and onesta in 

fhfi nae of long words, as they tend to diminiBTi the number of 
aocentfl, and thns weaken the yerae. This cannot be said to apply 
to the Italian sonnet Pante uses long words with good effect^ as, 
for example— 

Fcusa una donna baldansMomente, 
andCino — 

Com* akkPravoi maraniglioBamenU, 

D 
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the first tercet are not properly antitheticaL (y.) 
The thought is worked out with perfect deamess^ 
although^ according to Mnratori, not altogether with 
perfect dignity of expression. As to the sixth con- 
dition^ this is never transgressed by the best Italian 
sonnet writers. 

The conclusion is, that this sonnet, if not quite 
perfect, is very nearly so, the flaws pointed out 
being so very minute as to reqxdre for their detec- 
tion the microscope of the professional commentator. 
As to the translation, I cannot say that it satisfies 
me, and it may be doubted whether any translation 
can satisfy a correct taste based on a proper estima- 
tion of the poetry of the originaL The dif&eulties 
of the translators task can only be appreciated by 
the reader becoming the translator. Let any one 
try his hand at a sonnet by one of the Italian 
masters, with the firm determination not to intro- 
duce any ideas of his own, not a word but what is 
strictly sanctioned by the original, and he will 
undertake a wholesome task as regards his own 
culture, although his candour must soon compel him 
to admit that it is a difScult one. If Wordsworth 
confessed himself baffled in the attempt to translate 
the sonnets of Michael Angelo,^ that fact ought to 

^ " So mudi meaning lias been put by Michael Angelo into so 
Uttle room, and that meaning sometimes so ezceUent in itself, 
that I fomid the difficolty of translating him insurmountable. I 
attempted, at least, fifteen of the sonnets, but conld not anywhere 
succeed. I haye sent you the only one i was able to finish ; it is 
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teach smaller men modesty. There iB, however, this 
ezcuise for our laureate, that he worked on a vitiated 
text. Michael Angelo did not publish his sonnets 
during his life ; after his death his great-nephew took 
possession of his papers, and fancied he could im- 
prove upon these famous productions. The natural 
result was that he frequently injured them by sub- 
stituting his own weak language for tiie thunder 
tones of his unde, and by rendering obscure many 
passages that were before dear. We owe a debt of 
gratitude to Signer Quasti, who, in 1863, collated 
the published poems with the original MSS., and for 
the first time gave these fine productions to the 
world in the language of their great author. 

In order that we may become more folly im- 
passed with tie conditions reqmred in the p^nc- 
tion of a sonnet of the highest order, such as the 
one just quoted, I proceed to notice one of Petrarch's 
failures, remarking, however, that such a failure 
might pass for the success of an inferior poet In 
order to the better understanding of the criticism^ 
the original accompanies the translation. 

fax from being the best or most oharacteristiG, bat the others were 
too mnob for me." — Life of Wordayxnik, 
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SoNBTTO CCXXXL — ^Typb I. 

Lo, vitafaggey e non sfarresta un *ora; 

E la morU vim dietro a gran giomaU ; 

E U casepresefUiy e h passaie 

Mi danno guerra^ e hfiUure aneara; 
E*l rvmembrar^ e Faapettar nCaccara 

Or guindy or quindi si, die 'n verUaUy 

Se turn cK i 'ho dime stesso piekUe, 

r aarei gid di guesH pensier fora, 
Tomami avanU, ifakun doUe mai 

Elbe 7 COT iristo; epoi doll 'altra parte 

Veggio al niio navigar ivirbati i venH: 
Feggio forhma in porio; e stanco omai 

H mio nocMer; e rotte arbore, e sarte; 

E i Iwmi beiy che mvrar soglio, spenti. 

Translation, 

Life hurries on without an hour's delay, 
And Death, with eager step, pursuing goes ; 
The present and the past give no repose, 
And the dread future fills me with dismay. 

BememVring or expecting, every way 
I turn, so whelms my heart with woes. 
If pity to myself did not oppose, 
I were firom all these thoughts long since away. 

Hither I ask if aught of sweetness went 
To visit the sad heart Without avail 
Thither I strive against the storm's fierce breath. 

But storms I see in port ; and tempest-spent 
My pilots rent my masts, torn every sail, 
And the sweet eyes I love now quenched in death. 
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This sonnet opens with a striking metaphor, 
which, however, is not sustained. life hnirying on 
its jonmey, closely pnisned by death, is first made a 
matter of complaint ; the metaphor is then changed 
into a tempest-battered ship, whicb the prevailing 
storm excludes from the port [of old age or death], 
and this is made a matter of legret Thns the 
opening and the dose,' thongh each finely told, and 
the last line exquisite, do not blend, and are not in 
harmony with each other, or with the middle portion. 
This middle portion displays a poverty both of 
material and of language in the third, fourth, fifth, 
and sixth lines. The poet seems to have been 
labouring under a strong attack of prose, or be 
would not bave employed sucb commonplace expres- 
sions as tbe following : — 

'^ things present and pasV' in the third line, and 

Or guinci, or gtdndi sifChe'n veriiaU^ 

'* this way or that way, so that in truth,^' in the 
sixth. Moreover, the ideas expressed by these 
commonplace lines are repeated in the tercets. 
Hence, we conclude, that although this sonnet is 
unobjectionable in mechanical structure, and con- 
tains some exquisite poetry, it cannot take rank as 
a first-rate sonnet, because it fails to comply with 
the conditions (iiL), (iv.), and (v.) 

If, in the foregoing sonnet, there is a confusion 
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of metaphor^ the reader will find that in the follow- 
ing the metaphor is well sustained : — 
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My ship, oblivion-laden, o'er the sea^ 

O'er the rough sea, 'neath midnight wintry sky, 

'Twizt Scylla and Charyb, Love makes to fly. 

For at the helm sits he, mine enemy. 
Some bold, dark thought^ seems at each oar to be. 

Which scorns the tempest, laughs though Death be 
nigh; 

A ceaseless gale, sufiused with many a sigh, 

Desire and hope, the sail rends fearfully. 
A shower of tears, a cloud too of disdain, 

Both bathes and slackens the much-wearied cords, 

With ignorance and error intertwined : 
My wonted guides, twin stars, concealed remain ; 

Beason or art, storm-spent^ no aid affords ; 

I almost fear the port I may not find. 

14. Some of our best English sonnets end with 
a long line or Alexandrine, and also with a rhymed 
couplet No example of either practice occurs in 
the Italian sonnet The long line is not wanted, 
because, from the mode of reading Italian verse, the 
poet can condense as much or as little thought into 
one line as suits his purpose. The rhymed couplet 
at the end, in addition to the one in each quatrain, 
would probably ofiTend the sensitive ear of the 
Italian poet or reader ; and a more serious objection 
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is, that it wotild destroy the tercets, and convert the 
sonnet into Elomethiog else not intended by the great 
Masters. Hence it is opposed to the Italian form, 
even when the opportonity for introducing it seems 
tempting; and, according to our English notions, 
would be an appropriate mode of winding up the 
arguiaent. The following is an example of this, taken 
from the occasional sonnets. It is addressed to the 
famous Captain Pandolf o Malatesta, lord of Bimim.^ 

y fioTvva. 

The budding virtaes that appeared in thee. 

When Love first sought to bring thee 'neath his 
power, 

Now bear a firuit well worthy of the flower, 
And my best hopes all realised I see. 
Therefore, my heart suggests the thought to me. 

To write thy deeds, so that thy liEune may soar ; 

The sculptor's art ia feeble to secure 
To his skilled marble immortality. 

Think you that Gsosar, or Marcellus livesy 
Or Paul or AMcanus finds his fame, 

In works the anvil or the mallet gives t 
* Time's finger doth their feebleness 'prodaint 

But oh 1 my friend I the poet's art sublime 

To men gives fame, that scorns the touch of time. 

1 This Bonnet fonned the sabjeet of a leotnre by Bonn, deliyered 
before the Florentine Academy on the 6th July 1649. He points 
oat that the Paul leferred to in the sonnet is Paulas Anilias the 
yoonger. 
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If the leader will take the trouble to compare 
thid yersioii with the original^ he will find that it 
offends against the principle of the sonnet In the 
original the tercets are quite distinct^ and each ter- 
cet has its appropriate function. 

Credete wi che Cesa/re, o Marcdlo, 
Paolo, od Africwnfossm cotaU 
Per vnoude giammcAy ne per manidlo f 

Pandolfo mio, quesi *opere son frali 

Al hmgo cmdar ; ma 7 nostra studio h qudlo 
Chefaperfama gli uomini mmorkUL 

Think you that Gaasar, or Marcellas, 

Or Paul, or AMcanus, were siich [ie, immortal] 
Through any work of anvil or of mallet ) 

my Pandolf I these works are frail 
In the long run; but our art is that 
Which makes men immortal through fame. 

The leading idea of this sonnet naturally assumes 
the syUogistic fom, thias :- 

That which confers lasting fame ought to endure for ever. 
The work of the poet lasts for ever. 
Hence we conclude that the work of the poet confers 
lasting fame. 

Or again: — 

That which confers lasting fame ought to endure for ever. 

The work of the sculptor does not endure for ever. 

. * . The work of the sculptor does not confer lasting £Eane. 
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If the sonnet be capable of thid logical treats 
ment^ it becomes doubly important that its several 
parts be kept quite distinct, and not be run into 
each other. 

I do not maintain that all the best sonnets inva- 
riably admit of this dry analysis; but the possi- 
bility of such an analysis is among the conditions 
of success, and success greatly depends upon an 
accurate knowledge of the conditions. 

15. The best sonnets of Petrarch are induded 
under one or other of the three types already noted: 
those that are inferior have an awkward, straggling 
distribution of the tercets. Some of the sonnets are 
disfigured by conceits and metaphysical subtleties, 
which, however, are not very numerous, considering 
the early period of the compositions, their devotion, 
for the most part, to one object, extending over a 
period of two-and-thirty years, and the powerful 
example of the troubadour lyrics, which were for- 
inerly sung over Europe. Poems, thus limited, 
naturally repeat the same thought, and often recur 
to the same idea. It would be too much to expect 
that the lady^s name of Laura should not tempt the 
poet to play upon the word and ring changes with 
it, and with Laura ''the laurel,'^ and Vawra ''the 
gentle gale," as when tav/ra mom H verdi lawro; 
and curiously enough, in the early printed copies 
(the first is dated 1472), mistakes arose between 
Lav/ra the lady's name and tawra the gale, from the 
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drctunstaace that the early piinters had not yet in- 
vented the apostrophe^ so that if a compositor 
omitted a space between the article and the nonn^ 
Eawra would read Laniura. So also in the fifth 
sonnet QiM/nd io move, etc., a play on Laura's name, 
LA.U-BB-TA is made to teach LiLudare, Bsveiire and 
TAcere — ^to praise — to revere — and to be silent 
The sixth sonnet^ Si traviato, etc., is a beautifol 
production, but in the last tercet the poet is again 
caught in the snare of a bad pun. Another figure 
turning on the word keys is similarly twisted into 
various shapes. Thus Laura keeps the keys of his 
heart; or has in her hand either key; she herself is 
the key; her eyes are keys; amorous keys, and so 
on. Then again Laura is the swn,, her countenance 
is a Sim, her person a su/n, her eyes are stms, her 
hair a smi. In the 2l7th sonnet. La sera desia, etc., 
heaven is enamoured of the earth on account of 
Laura^ not less than the earth is enamoured of 
heaven on account of the sun. If the sun rise before 
Laura he is very brigjht, but as soon as Laura gets 
up, his lustre becomes dinmied.^ We may excuse 
these occasional extravagances on the part of a great 
poet, on the ground that they are occasional, while 
the bulk of his work consists of true poetry. Un- 
fortunately Petrarch's imitators (and their name is 

^ De Sade, in quoting an Italian wAUsc who admired this riyaliy 
of the two sons, aays, '' Je donte que ce coneetto faaao fortone en 
France." 
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legion) do not give ns trae poetry^ but do give the 
bombast : and they seem to have drawn so largely 
on the siin^ as to jnstify the complaint of Salvator 
Bosa^ in one of his satires, that '' these metaphors 
had exhausted the sun." 

16. It is commonly supposed that Petrarch is the 
inventor of that kind of amatory poetry which 
exalts itself and its object without dependii^ on 
the passions, except so far as love must, more or 
less, have the character of a human passion. But, 
as Fraticelli remarks, Petrarch found the language 
enriched, refined, and made acceptable, both to the 
common people and to the learned, by the works of 
Dante, whose sonnets are enticrely free from the 
defects just pointed out To Petrarch is due the 
merit not only of producing a large amount of ex- 
quisite poetry, but of carrying the language to the 
highest perfection. It is easy to magnify the defects 
of this poetry so as to obscure its beauties ; but the 
real merit of Petrarch, as the author above referred 
to well remarks, is in being natDral, and then we 
recognise in him the same qualities that enchant 
us in Dante, that inspiration of deep and ardent 
affection, that eleyation of thought and delicacy of 
sentiment, polished language, magnificent style, and, 
above all, that spirit of self-sacrifice with which he 
inspires the reader, whereby he ennobles love, and 
sacrifices himself and his passion to the beloved 
object and to virtue. 
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17. The story of Petaurch and Lama has often 
been told ; and has furnished a literary problem to 
many a critic Several theories have been started 
respecting Laura : — (i) That she was an ideal crea- 
tion of the poet^ destined to stimulate his muse ; (iL) 
That she personified virtue, science, or philosophy; 
(iii) That, under the disguise of Laura, the poet really 
worshipped the Virgin Mary. Even during the life- 
time of the poet, one of his most intimate friends, 
the Bishop of Lombes, wrote to him in 1336 :' — 
''Your Laura is but a phantom, created by your 
imagination, as a subject whereon to exercise your 
muse aad procure you a name. Tour verses, your 
love, your sighs, only deal in fiction, and if they 
contain anything real, it is your passion, not for 
Laura, who exists only in your imagination, but for 
the laurel with which poets are crowned. This is 
the object of your ambition, as all your works prove." 

The latter part of the charge was true> for 
Petrarch did covet the laurel crown, and received 
it at Bome in 1341, at the instance of that en- 
lightened sovereign, Bobert of Naples. As to the 
former part of the charge the good Bishop was 
mistaken, as we know from the abundant evidence 
collected by the Abb^ de Sade and the internal 
evidence of Petrarch's writings, among which may 
be dted the poef s reply to his friend's bantering 
letter. He says — ^'^ Would to heaven that my 
Laura were an imaginary personage, and that my 
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passion for her were only a pastiine. Alas! it is a 
flrenzjr.and although itwotildbe difficult and painful 
to feign long, it would be extravagance to play such 
a comedy. One can mimic the sick man in action, 
voice, and gestures, but one cannot assume his air 
and pallor. How often have you witnessed my pale 
cheek and my torments ? . . . You exhort me 
to love you. Alas ! in matters of love, I have more 
need of the bridle than the spur, and I should be 
more tranquil had I not so tender a heart'' 

The Bishop had some excuse for supposing Laura 
to have been a creation of the poet, in the fact that 
Dante and his Mends were accustomed to address 
imaginary as well as real beauties, and it is not 
always easy to distinguish one from the other. 
There is no doubt that Dante's Beatrice was as 
real a person as Petrarch's Laura ; but Dante often 
identified his love of Beatrice with his love of 
philosophy, and even addressed the latter in pas- 
siog$te terms, such as might readily be mistaken 
for the ardent outpourings of a tender lover. It is 
quite necessary to understand this, otherwise the 
lyric poetry of Dante would be often unintelligible. 
Li the first of the following sonnets, for example, 
the two ladies in question are, the one Beatrice, and 
the other philosophy; the one sensual and the other 
intellectual love. In the second sonnet, the lady 
seems to be philosophy alone, whom in the Cormto 
(iii 10) he calls disdainful, proud, and cruel; be- 
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cause although he courted her with the assiduity of 
a lover she did not reward him even with a smile ; 
but remained cold, hard, and difficult 

Sonnet XLIL 1 Due Dorme in cima deUa mmU 
Type IL j ' mia. 

Two ladies in my intellect's high seat^ 
To hold discourse on love are come to me. 
In one these virtues — ^valour, courtesy, 
Prudence and honesty together meet/ 

Beauty the other has and charms most sweet, 
And graceful gentleness in her you see ; ' 
All thanks to my sweet lord's * benignity, 
I place myself a subject at their feet. 

Beauty and Wisdom * to my reason say, 
** How can a heart be given to ladies twain, 
And yet the laws of perfect love obey 9" 

The fount of gentle parlance' makes it plain 
That love of Beauty points to bliss the way,' 
From love of Wisdom, We high deeds obtain' . 

SoNNfET XTJIL 1 Nulla mi parrh mai piii, crvdd 
Type I. ) com. 

Ah! what more cruel &te than this, that she 
I serve, and serving, pine my life away. 
Her passion keeps in firozen lake alway. 
And mine condemns in love's fierce heat to be. 

'That wondrous beauty I may only see, 

1 The celestial lady, Wisdom. * The terrestrial ladj. * Love. 

^ The two ladies in qaestion. 
* Love again. * Sensual love. ^ Intellectaal love. 
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Her cruely cold diBclftiTii alone survey; 
And 80 completely own my torment's sway, 
That other joy my eyes dare not bring me. 

The flower that turns to gase upon the son, 
Though ever changing, unchanged love holds dear,' 
Ne'er felt such cruel strokes of fiftte as I : 

And since she, proud, by love may not be won, 
Love sometimes visits ihe, my life to cheer. 
And for each sigh of mine, gives back a sigL 

18. If we compare the Laura of Petrarch with 
the Beatrice of Dante, as e2:hibited in the sonnets 
of the two poets, we gradually become alive to this 
striking difference, namely, that Laura is too elsalted 
a being for this earth, while Beatrice is a living, 
loveable woman. Laura is not only transcendently 
beautiful, but, seen through the fervid medium of 
the poetf s imagination, her charms have a magical 
influence on Nature herself. Her eyes are bright^ 
than the sun, and her death extinguishes his splen- 
dour ; her presence calms and brightens the air; she 
imparts to the banks of the Sorga its freshness and 
verdure; the flowers court the touch of her feet; 
and Heaven looks down upon her in wonder and 
admiration. AU this may be ihe natural expression 
of the poef s exaggerated imagination, because the 

^ This may remind the reader of Moore : — 

" Aa the simflower tnina to her god when he seta 
The same look that she gave when he rose." 

Bat the idea is harrowed firom Ovid. — Metam, iy. y. 270. 

'* Yertitar ad solem, mntataqne servat amorem. ' 
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love of a good woman makes even Natoie herself 
look more beaatdftd ; and by an easy reflex action, 
the cause of the heightened channs of Nature is 
leferred to the beloved object Such ecstacy, how- 
ever, fails to give ns a tme picture of a living 
woman On the other hand, Beatrice is not pre- 
sented to lis through her beauties so much as 
through her moral graces, and that sweet influence 
which a good woman exerts on all around her. The 
poet takes it for granted that she is beautiful, and 
then gives full scope to the excellences of character 
by which she influences others. Every one must 
have known a Beatrice in the course of his life ; a 
being surrounded by a sort of moral atmosphere 
which difluses goodness, so that the coarser nature 
of men shrinks before it, and feels as it were re- 
proved. His heart flutters at her salute ; and, con- 
scious of his errors, he sighs when he is thus, by a 
sort of instinct, made to feel how great a distance 
there is between her purity and his coarseness. 
Even her own sex is made better by her presence, 
which bears with it a blessing; it extinguishes 
envy and pride, and all the evil passions quail 
before that miracle of gentieness. This is higher 
art than that of Petrarch, and is possessed by few 
poets. Spenser and Shakspere knew how to use it, 
and in modem literature GK)the's Qretchen, and a 
few other rare instances, are cases in point 

There is yet another difference between the son- 
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nets of Petrarch and Dante. Petrarch's outpourings 
are personal to himself; they speak the language 
of his own heart, and although that language may 
be true, its vocabulary is limited, and it requires 
sunilar conditions in others before its es^ression 
can be felt and understood. Tlud particularly 
applies to the sonnets of the ViicL In those of 
the MarU the language <^ bereavem^it is more ex- 
pansive, and hence more akin to our sympathy; 
but even here it requires us to know what bereave- 
ment reaUy is, before we can folly enter into the 
spirit of the poetry. Dante, on the other hand, is 
not so personal ; he does not remind us of himself; 
but he enlists the sympathies of humanity, so that 
any one reading his sonnets, may feel that the poet 
is actually addressisig him; for by his breadth of 
treatment he calls to mind some loved friend, living 
or dead, and does honour to the presence, or to the 
memory of some one that is, or has been, dearer to 
us than all the world beside. 

The contrast thus pointed out cannot be better 
illustrated than by a sonnet from each of these 
masters. 

Lauba* 

Sonnet CLTX. 1 Stiamo Afnar, a veder la gloria 
Type I. j nostra. 

Love 1 stand here, and' on our glory gaze, 
Things above Nature towering new and fair ; 

E 
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Mark well in her those showers of sweetness rare^ 
And light that Heaven alone on earth displays. 

What art adorns those charms above all praise 
In purple, pearls and gold, not seen elsewhere : 
How sweet her feet and glancing eyes appear. 
In the dark cloister these loved hills npraisa 

Flowers of a thousand tints, the herbage green^ 
Beneath this ancient sombre oak outspread, 
Are emulous to touch her lovely feet ; 

While, in the sky, bright sailing clouds are seen 
Ejndled by her, as if in joy, they said : — 
^ Those lustrous eyes make Nature calm and sweef ' 

BSATBICE. 

Sonnet XIX. > 
1919 1919C"^* (ftwTitf io ifidi una gmHle 

3 4 3^4 3 4. ) **^*- 

It was on All Saints' Day that's just gone by, 
I saw some ladies pass, a gentle band. 
And she who chief seemed of that company 
Came forward, leading Love on her right hand. 

Her eyes shone forth with so much brilliancy. 
As of a spirit fix>m celestial land ; 

^ TJgo Foscolo, in his JBaaaya on Petrarch (London, 1828), has 
an Essay entitled ''A Parallel between Dante and Petzaich," in 
wluch he remarks with reference to this sonnet : — ** This descrip- 
tion makes ns long to find such a woman in the world." It is to 
be noted, as a proof how little Dante's sonnets are known and ap- 
preciated, that Foscolo makes no reference to them ; and Carljle» 
in his lecture on Dante and Shakspere (ffero Worship, Lecture IIL), 
exhibits the same abstinence ; althongh, in referring to Shakspere, 
he remarks that ''these sonnets qf his will eyen testify expressly 
in what deep waters he had waded and swam, struggling for his 
life." Dante's great poem seems to have eclipsed his minor poems. 
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And as I gazed with more petsistenc^y 

An angel seemed before my sight to stand. 
On him who's worthy, meekly she bestowed 

Her salutation^ with a look benign ; 

So that his heart with goodness oyerflowed ; 
She snrely comes from heaven — a thing divine. 

And, for our good, on earth has h^ abode; 

So blest is he who near her may remain. 

19. In examining a tabulated list of Petrarch's 
sonnets^ in metrical arrangement, according to types 
and pther similar lists which I have made of the 
sonnets of Dante, Tasso, Ariosto, Michael Angdo, 
and Yittoria Colonna, it is found that several son- 
nets under the same type follow in consecutive 
numerical order. ITow we may suppose the son- 
nets to be arranged in the order in which theywere 
written, and there is no reason to doubt that it is 
so, for in Petrarch's the occasional sonnets are 
mixed up in the Vita and the Morte, although they 
are entirely removed from the subject matter of 
either; and in Tasso's we know, from the ev^its 
of his life, the order in which some of the principal 
sonnets ought to be arranged. ITow, supposing this 
to be tiie case, it would seem that tiie production 
of a successful sonnet impressed on the poet's mind 
a kind of persistence in the same plane of motion, 
which led him to go on writing sonnets under the 
same metrical type* Among Tasso's sonnets are 
twelve consecutive compositions called corovu or 
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eofr<mali^ forming what is called a ^ crown of son- 
nets.'.' These belong to the same type ; but there 
is another reason for this strict attention to me&od; 
— ^these twelve sonnets refer to one subject, and 
hence, in the hands of a poet who studied method, 
tiiey would require to be arranged in the same 
metrical form, so as to produce a symmetrical crown 
for the head of tiie object of the laudation. 

Lessons in method are given to us whenever we 
gain some idea of the mode in which great men 
accomplish their work. For example, in the auto- 
biographical sketch known as the Viia Nuova, or 
''new" or "youthful life" of Dante, which contains 
some of his very best sonnets (or, in other words, 
perfect models of this class of composition), the 
poet not only gives an account of the origin of each 
particular sonnet, but, in some cases, sets it out 
folly in his prose narrative, tiien gives the sonnet 
itself, and not content with this, appends a kind of 
gloss or interpretation of the poem. In the follow- 
ing sonnet — 

Vede j^fetlanmie ogni saluie, 

a full account is given of its origiQ, which I shall 
have occasion to quote fiorther on (21) ; but I give 
here a translation of the sonnet and of the gloss, 
for the purpose of showing that so lofty a genius as 
Dante did not shrink from hard work in order to 
produce good results. 
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Vede perfettammie ogni 



Sonnet XVIIL 
1 2 1 2, 1 2 1 
3 4 5, 3 4 5 

He sees each form of goodness perfectly. 
Who, among other ladies, looks on mine ; 
And her companions should, most duteously, 
For such sweet grace, in thanks, to God incline. 

Such virtue in her beauty all must see, 
That envy causes no one to repine ; 
But in her lustre clad, she seems to be 
Of love, and faith and gentleness, the shrine. 

Her presence makes all else more meanly show. 
Her presence more than pleasure doth confer. 
For each, through her, in honour may improve. 

From every act of hers such graces flow. 
That no one vfL his mind can image her, 
But he must sigh in all the sweets of love. 

Dante'S' gloss on the sonnet is as follows : — 

''This sonnet is divided into three parts: in the 
first of whidh, I say among what kind of people this 
lady appears admirable; in the second, I say how 
gracious was her company; in the third, I say what 
were the virtuous effects she produced on others. The 
8ec6nd part commences with the line 'And her com- 
panions,' etc., the third ' Such virtue in her beauty,' etc. 
This last part also divides itself into three— in the first, 
I say what effect she had upon other ladies, that is, they 
following her example. In the second, I say what she 
produced in them through others. In the third, I say 
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not only how she influenced other ladies, but all per- 
sons, and that not only by her presence, but thinkiiig 
of her, how admin^bly she worked for good. The 
second commences thns, 'Her presence,' etc., and the 
the third, ' From eyery act of hers,' etc." 

We haye a still better opportunity of knowing 
how earnestly Petrarch laboured to make his poems 
as perfect as possible^ from the account giyen by 
Ubaldini^ in 1642, of Petrarch's manuscripts. 
Some of these are dotted oyer with annotations, 
which show how anxiously the author wrote and 
re-wrote, reyised and corrected his yetrses; and, curi- 
ously enough, he usually deyoted Friday, a day of 
fasting and humiliation, to the task of reyision. 
Muratori giyes a number of examples of this kind ; 
and Ugo Foscolo, in one of his essays, translates 
from the Latin a series of memoranda attached to 
one of the sonnets to the following effect : — 

'' I began this by the impulse of the Lord, 10th Sep- 
tember, at the dawn of day, after my morning prayers." 

'' I must re-write these two yerses, singing them, and 
I must transpose them. 3 o'clock A.M., 19th October." 

^ I like this. 30th Oct, 10 o'clock in the morning." 

''No 1 this does not please me. 20th December, in 
the eyening." 

And in the midst of his corrections he writes, on 
laying down his pen — 

'' I shall return to this ; I am called to supper." 
''February 18th, towards noon. — ^This is now well, 
but look at it again." 
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In the midst of his collections^ or even of his 
composition, he was in the habit of noting down a 
thought that suddenly occuxred to him. For ex- 
ample — ^"'Consider this. I had some thoughts of 
transposing these lines and of making the first verse 
the last, but I have not done so for the sake of 
harmony — the first would then be more sonorous, 
and the last less so, which is against rule; for the 
end should be more harmonious than the begin- 
ning." 

In another place he says : — *^ The commencement 
is good, but it is not sufficiently pathetic." Every 
verse is turned in several different ways : above each 
phrase and each word are frequently placed equiva- 
lent expressions for after-examination ; and Ugo 
Foscolo remarks that ''it requires a profound know- 
ledge of Italian to perceive that after such perplex- 
ing scruples, he always adopts those words which 
combine at once most harmony, elegance, and 
energy." 

In a letter addressed to a dignitary who had 
sent him a number of verses written .within a brief 
space of time, Petrarch contrasts his own practica 
He says : — ^ The sun rises and sets, and sees me 
engaged on the same production. When I take 
pen in hand my imagination represents to me pos- 
terity as a severe judge, whose decision I have 
reason to fear. This makes my work proceed 
slowly. I pass ^^ file over it again and again. 
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and can scarcelj make up my mind to allow it to 
go out pf my cabinet The courier knocks at my 
door, but I prefer to send lim away empty ratiier 
than publish things at which I should afterwards 
blush, . . Could I, like you, write verses by 
the thousand, however good and harmonious they 
might appear, I would not do so, unless the riiythm 
were rigorously accurate, unless they had a certain 
poetical charm, unless they difiEused a light capable 
of raising and edifying the mind." 

We also know, from Petrarch's letters, that he 
often wrote to a friend details that were fresh in 
his mind, and which he afterwards condensed into 
a sonnet. It is> instructive to note how in this way 
a page of prose becomes transformed into fourteen 
pregnant lines. 

20. It has been suggested that if poetry be thus 
painfully elaborated, the passion of which it is the 
vehicle must be as artificial as the verse. In 
examining this question it must be remembered 
that Petrarch's Italian verses, disencimibered of the 
labours of the commentators, are contained in a 
small pocket volume of 300 pages, and consist of 
317 SoneUi, forty-nine Canzoni, and seven Trionfi, 
and were spread over two-and-thirty years of a life 
which was often devoted to the service of his 
country, and required our poet not only to visit 
various parts of Italy but also distant i^tates of 
Europe. He was naturally fond of study and the 
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retiiement necessaiy for its successfdl prosecution, 
and in the intervals of these fatiguing political 
missions he found the solitude of the dosed valley 
(Yauduse) refireshing. He gives several descrip- 
tions of his mode of life in this soHtuda In one 
of them he says — '* I rise at midnight — ^I go out at 
break of day — I study in the fields as in ^ly library 
— I lead^ I vmte> I dream — ^I straggle against in- 
dolence luxury, and pleasure. I wander aU day 
among the arid mountains, the firesh valleys, and 
the deep caverns. I walk much on the banks of 
the Sorga, where I meet no one to distract me — ^I 
recall the past — ^I ddiberate on the future ; and in 
this contemplation I find a resource against my 
solitude." Many of Petrarch's best sonnets were 
vmtten in these intervals of leisure, and contain 
descriptions of the locality, and of his own varied 
moods of thought and feeling.^ But he had also 
other employments. He devoted much time to 

^ One of PetrarcVs friends thns describes the poet's life at 
Yandnse : — "I picture to myself eyerything yon do at Yandnse 
in the conrse of the day. At snnrise, wakened by the concerts of 
the birds and the mnrmnrs of yonr fountain, you climli) the dew- 
dad hills, from which yon look down npon the cnltiyated plains, 
and, perhaps, on the sea covered with mist You always have your 
tablets in yonr hand to which you confide any new thonghi. When 
the sun has risen above the horizon you return to your little house 
to a repast like that of Curius and Fabridus, and this is succeeded 
by a short nap. Then to avoid the heat of tiie day you go into the 
valley so justly named Yauduse." After describing the grotto, he 
proceeds : — *' Here you exercise your mind in the production of 
those masterpieces which the Nymphs and the Muses so mudi 
applaud ; and here it is that, regarding the pomps and ridies of this 
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the composition of his Latin works^ on which he 
yainly hoped to biuld his fame. He also occupied 
himself in transcribing, or getting transcribed^ the 
work of any classical author that fell in his way, 
and to this circumstance we are indebted for the 
preservation of the works of Cicero and others, 
which would otherwise have been lost, or have 
come down to us in a still more imperfect form 
than we now possess them«^ A vigorous mind may 
suffer from a hopeless passion, or from the death of 
a beloved object, and express that suffering in so 
touching a cry that every sufferer who hears it, even 
after the lapse of ages, shall recognise it as the voice 
of nature. What though that cry be now and then 
disfigured by an exaggerated tone? it belongs to the 
quality of strong feeling to make use of strong lan- 
guage ; but in the midst of it all the voice of suf- 
fering is the tnle voice to which similar suffering 
responds, and if Petrarch's poetry pass through the 
cruciUie of a suffering mind unscathed, then that 
poetry is a true expression, and not an artificial 
counterfeit, of grief. I contend that a considerable 
number of these poems respond to this test But 

world as a shadow that passeth away, yon renounce them in order 
that you may nseftiUy employ your time. When you leave this 
grotto, if your hands are emp^ your tablets are ML Do not 
think that the treasures of your mind are eigoyed by yourself 
alone ; my mind, which is never absent from you, shares in this 
e^joymenti as usefal as it is agreeable. Adieu, my dear Petrarch, 
and forget not another yourself." 

I See Af^enddc 
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if the poet bb thus occasionally oveicoine by real 
emotion and knows how to express it^ does it follow 
that because he is not always weeping, but with the 
self-denial ieaid elasticity of a noble nature recovers 
himself from time to time, and turns to other pur- 
suits, — does it follow that when he does weep his 
tears should be false and affected? To suppose 
this is to take a very narrow view of the breadth 
and variety of a fine mind, which, with a capacity 
for much suffering, has also a capacity for much 
enjoyment and intellectual work; and while occar 
sionally relieving one by the other, is also capable of 
engaging in pursuits that bear no reference to either. 
21. Stni, however, in estimating Petrarch's burn- 
ing lai^ufi^e and impassioned praise as applied to 
Laura, and the more than angelic beauty he confers 
upon her, we must take into account the circum- 
stances of the times in which he lived. He was 
too near the age of chivalry not to be affected by 
it ; and chivalry exalted the being and condition of 
wom^n into something divine. Then, again, the 
troubadours and the courts of love had not ceased 
to exercise their curious functions, among which 
the adoration and exaltation of the fair sex were 
prime objects: these too had an influenea But, 
above all, the Platonic idea of love, which had 
been introduced into Italy by the Fathers of the 
Church, was sure to have a subtle and powerful 
effect on so poetical a temperament as that of 
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Petrarch. According to this theory, love is a strong 
desire for the beautiful — a passion or sense that 
must absorb or hold in subjection the whole being; 
and he who is in possession of this sense of beauty 
must abhor vice and depravity of every kind. A 
beautifol face, glowing with the expression of a 
beautiful mind, leads us to seek for beauty in other 
objects; and in this way we attain to virtue, which 
is beauty partly earthly, partly divine, and from 
this we ascend to the sovereign beauty — ^the Creator 
of all things. 

In the relations of the sexes, love must be limited 
to one object, and that for ever. Few lovers can 
observe this constancy, and few women can com- 
mand it; for, in addition to charms of body, a 
woman must have a cultivated mind, grace, elegance, 
suavity of speech, good sense, and fidelity. Beauty 
and the eyes give birth to love ; but if beauty fade, 
other graces remain which are not less dear to the 
heart. The senses open the door to love, but the 
soul must cherish a like sacred fire, and become 
purified by it. Such qualities must be directed by 
sensibility of heart, and appreciated by elevation 
and generosity of soul When two persons meet 
under such conditions, she becomes more beautiful 
of soul, more wise, more happy in her affections ; 
and he, to please her, must try to excel in virtue 
and beautify his soul, that he may emulate her 
moral and corporeal graces. 
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22. Such is an abstract of the theoiy of love as it 
was constructed by Lorenzo de Medici, and prefixed 
to his amatory poetry. I prefer to take it &om 
such a source, since the writer knew under what 
inspiration the early Italian poets sang. There is 
abundant illustration of it to be found in Dante and 
other poets who preceded Petrarch, and it may be 
traced in the sonnets of Spenser and Shakspere, and 
in many poets of that later period. 

But nowhere do "we meet with so good a practical 
illustration of this theory as in the Vita rmova of 
Dante (19). It commences thus: — ^''In that part 
of the book of my memory (previous to which little 
can be read) a rubric occurs which says, Incipii vita 
nova {' Here begins a new life ') ; under which rubric 
I find written certain things which I intend to note 
down in this little book, at least in substance." He 
relates that, at the age of nine, '^ the glorious lady 
of his mind,'' namely, Beatrice, was seen by him for 
the first time. This was at Florence in 1274, at a 
May feast given by the father of Beatrice, Folco 
Portinari, to which Dante was taken by his father. 
She had just entered on her ninth year, and was 
clad in a crimson robe, girt and ornamented as be- 
fitted her aga ''At this point I can truly say that 
the spirit of life, which dwells in the most secret 
chambers of the heart, began to tremble so strongly, 
that even the lesser pidses of my body partook of 
the coinmotion ; and fi^embling it uttered these words 
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— EcM Beus fcHioT me, qui veniens domvaabUwr nvihi 
(' Behold a god stronger than I, who> coming, shall 
role over me '). Whereupon the animate spirit that 
dwelleth in the high chamber [of the brain]^ to 
which all the sensitive spirits convey the percep- 
tions, began greatly to marvel, and, speaking specially 
to the spirit of the eyes, uttered these words — Ap- 
paruit jam ieatitudo vestra ('Your beatitude hath 
now appeared to you'). Whereupon the natural 
spirit that dwells in that part which mioisters to 
our nourishment [that is, the vocal spirit] exclaimed, 
weeping, Mm miser ! gvm frequenter vm/ped'Sms era 
deimceps (' Woe is me I for from henceforth I shall 
often be disturbed'). I say that from that time 
love ruled my mind so completely, and with such 
sovereign rule, that b7 virtue of my strong imagina- 
tion I was compelled to do his pleasure continually. 
He often commanded me to try and find out this 
youngest of the angels ; and in my boyhood I often 
sought for her, and foxmd her so noble and praise- 
worthy, that I could say of her in the words of 
Homer — ' She seemed to be not the daughter of a 
mortal man, but of a god.' " 

After a brief account of the progress of his love 
during some years, and how it inspired him to write 
verses, he describes the effect her salutation had on 
him. 

'' I say that when she appeared in any place the 
hope of her adorable salutation worked upon me in 
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such a way that I seemed no longer to have an 
enemy^ and such a glow of charity came over me 
that I could have forgiven any one who had ofTended 
me ; and if any one had asked anything of me^ my 
only reply would have been ' Love ! ' with hnmility 

depicted on my face And when this most 

gentle lady saluted, love so far from being the means 
of overshadowing my intolerable beatitude, it pro- 
duced in me such sovereign sweetness that my body, 
being wholly subject thereto, often became as it 
were an inanimate mass. Hence it was manifest 
that my beatitude was in her salutation, although 
it produced effects on me beyond my powers of 
endurance/' 

^' This most gentle lady rose so much in favour 
with all men, that as she went along people' ran to 
look at her ; which rejoiced me greatly. And when 
she was near any one, so much truth entered his 
heart, that he dared not raise his eyes on her or 

experienca She went on her way crowned and 
clothed with humility, and displayed no pride at 
what she saw and heard. And when she had passed 
by, many said, ' That is not a woman, but one of the 
most beautiful angels of heaven 1 ' And others said, 
' This is a marvel 1 Blessed be the Lord who can 
work so admirably ! ' I say that she was so gentle 
and replete with every pleasant gift and grace, that 
those who looked on her experienced a sweet and 
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— 

tender feeling which cannot be described. And no 
one could look on her "without sighing. These, and 
still more wonderful things, were produced by her 
marvellous virtua Hence, thinking on these things, 
and wishing to devote something to her praise to 
embalm^ as it were, her excellent and marvellous 
power, not only for the sake of those who had known 
her, but, so far as words could do it, to convey some 
idea of her to those who knew her not, to this end I 
wrote the following sonnet : — 



1 2 2 1, 1 2 2 1) 
3 4 5, 5 4 3. 3 



Twrdo gerUUe e tanto 
anesta pare. 



" When she, my lady, greets folk with * Good-day,' 
Such candour and such gentleness combine, 
That tongues grow tremulous and speech resign, 
And to look on her no one dare essay. 

She feels men's praises as she goes her way 
In meekness clad, an influence benign ; 
Tou fancy she must be a thing divine, 
Gome down from heaven, a marvel to display. 

Her presence is so pleasant to the eye, 

That through the eye the heart with sweetness glows : 
To understand it, you its power must prove. 

And from those lips an influence seems to move 
So sweet and full of love, it overflows, 
And goes on saying to our spirit, <Sigh!' 

''I have said that my lady grew so much in 
favour, that not only was she honoured and praised, 
but through her many others rose to honour and 
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praise. Seeing this, and wishing to make it mani- 
fest to others who had not seen it, I wrote this 
sonnet, in which is* expressed the power her virtue 
had on others of her own sex."^ 

23. When we consider the noble, impassioned 
nature of Petrarch, his poetical temperament, his 
strong devotional feeling and exquisite sense of 
beauty, and at the same time imbued as he was 
with the Platonic theory of love the lofty language 
applied by him to Laura is accounted for. Not that 
his love was always Platonic, although he himself 
strove to make it so. There was an insuperable 
barrier between him and Laura^ and whenever he 
approached her with more than usual fervour, her 
quiet self-possession was sufBicient to repel him. 
That he loved her as he could love no other woman 
is certain ; that, read by the eyes of his love^ she 
possessed celestial beauty, is equally dear; but 
whether she ever sympathised with him during his 
long passion, is a secret that was never told. Cer- 
tain it is, that Laura died without the suspicion of 
a stain on her character, and the sincerity of 
Petrarch's grief is proved by the more exalted 
style of his poetry in the Jforfo as compared with 
that in the Ftto, beautifal and touching as this is. 
On hearing of her death Petrarch wrote in his 
favourite Yirgil a note, of which the following is a 
portion : — *' It was in the early days of my youth, 

^ The soimet here lefeiTed to is giyen under (19.) 
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on the 6tli of April, in the moming, and in the 
year 1327, that Laura, distinguished by her own 
virtues, and celebrated in my verses, first blessed 
xny eyes in the church of Santa Clara, at Avignon ; 
And it was in the same dty, on the 6th of the very 
same month of April, at the very same hour in the 
morning, in the year 1348, that this bright luminaiy 
was withdrawn fix)m our sight, when I was at 
Verona, alas 1 ignorant of my calamity. The remains 
of her chaste and beautifiil body were deposited in 
the church of the Cordeliers on the evening of the 
same day/' 

In the expression of the sense of bereavement, 
Petrarch is all but unrivalled, and, like every one 
under such a condition, he inspires all nature in 
his verses with his own affliction. An example of 
this is to be found in the following plaintive sonnet 
Some of loftier expression will be given in the 
course of these pages. 

Sonnet CCOXYII. ) Vago augelldto, ehe can- 
Ttpe IL ) tando vai. 

O wandering bird 1 that singest on thy way, 
Or moumest o'er the happy time gone by, 
Seeing the long, long nights and winter nigh, 
Bright days departed and the months so- gay. 

If, as thou haoVst the cause of thy dismay, 
Thou kneVst the like sad state in which I sigh, 
Straight to this troubled bosom thou would'st fly, 
And blend with inine thy melancholy lay. 
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Bat yet I know not if. thy lot be miney 
For she may live for whom thou ponr'st that strain : 
'Gainst me, alas 1 both Death and Heaven combine. 

Bat as the hours their hue from winter gain, 
And sweet and bitter years their memories join. 
So I, i]i tender notes, with thee, complain. 

24. At the time when Petrarch wrote, the art 
of printing with movable types had yet to be 
discovered. The mode of publication was for the 
author to read his production to his friends or in 
public; or, if short, to distribute copies among 
those most likely to appreciate the work; and 
from these other copies were made, some of which, 
in the case of lyrical poems, were likely to find 
their way to the minstrel or ballad-singer, whose 
vocation required frequent additions to his stock- 
in-trade. In this way Petrarch's sonnets were 
eagerly sought after, and were heard, if not read, 
far and wida Even before Laura's death they 
were so celebrated that at a ftte given to the 
Emperor Charles lY. at Avignon, at which Laura 
was present, that sovereign desired that she might 
be introduced to him, and he kissed her on the 
forehead as a mark of respect for having inspired 
so many noble verses. 

One of the sonnets placed near the beginning of 
Petrarch's collection (No. YIL) affords an example 
amongst others of the great popularity of the poet 
while yet young in his career as a song-writer. A 
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young lady of Sasso Feirato became attached to the 
muses^ and so rare a taste at that period excited 
the lidicnle of her relatives and friends. She was 
told that a woman's business was sewing and spin- 
ning; that it was not for her to aspire to the poetic 
laurel, but she was to throw away her pen and keep 
to the needle and the spindle. In her distress she 
wrote to Petrarch^ and as the epistle at that time 
often took the form of the sonnet^ so Justine de 
Levis Perrot addressed a sonnet to our poet, in 
which, with delicate flattery, she reminds him that 
by a bold flight he, still young, had gained the 
summit of Parnassus, would he deign to tell her 
what course to take ? She wished to live after her 
death, and the muses alone could confer immortality 
on her. '' Shall I devote myself to the muses, or 
resume my feminine duties, in order to escape the 
censure of the vulgar, who will not allow women 
to write verses, or to aspire to the laurel or myrtle 
crown ?" Petrarch replied to this sonnet by another, 
technically known as an ''Answering Sonnet," in 
which the same rhymes were repeated in the same 
order as in the effosion of the fair Justine. The 
scorn and aveision which Petrarch felt towards the 
age in which he lived were sincere, and are not 
limited to this sonnet 
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Sonnet VH ) r 7 »i i» • 

Ty?b m. J ^ ^ 

Inteinperaiice, Ease, and Pleasure's beds of down 
So rede the world, that eveiy Yirtae 's dead ; 
And Nature's course is so by Fashion led, 
That her wise teaching men now scarcely own; 

And every light benign of Heaven is gone, 
By which life's path, in honour, we may tread ; 
So that men gaze in wonder when 'tis said 
There are who feed the stream of Helicon. 

Thus speak the crowd, all basely bent on gaini 
''Who now the laurel crown or myrtle prize 9 
Philosophy both poor and naked goea" 

Who court the Muse have few to sympathise. 
But, gentle Friend, strive not the less to obtain, 
The wreath that such high work as thine bestows. 

This sonnet must have quickly passed into the 
mouths of the people, for it is related that a doctor 
in medicine meeting in the street a poor and ill- 
dad doctor in philosophy, quoted, in passing, the 
line &om the first tercet, — 

Povera e tmda vai FUosofia, 
''Philosophy both poor and naked goes." 

To which the philosopher promptly repHed, — 

Dice la iurba al vU guadagno iiUesa. 

'' Thus speak the crowd all baJBely set on gain." 

25. It is no wonder then that if Petrarch's songs 
were so popular, the demand for them should go on 
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inc^asing in a higher ratio than the supply. In 
his letters to his friends^ Petrarch laments having 
devoted his talents to the amusement of ballad- 
singers and lovers; but that his verses were too 
widely spread to be recalled^ that many of them 
were inaccurate^ and that some bearing his name 
were forgeries on the part of professional singers. 
He therefore determined in his old a^ to make a 
collection of the whole, rejecting those that were 
not authentic or not worthy of his muse. The first 
sonnet ^ may be regarded as a preface to this revised 
collection, the original of which is in the Vatican 
libraiy at Soma The rejected pieces generally 
form the Oivmia aUe Bime, or ^'addition to the 
poems/' in most editions of this author. 

26. The minstrels who went about siiiging or 
reciting the poems of Messer [Francesco t^etrarca, 
were welcome not only in the houses of the aris- 
tocracy, but also among the burghers, and that these 
pieces were sung is not only evident from the deri- 
vation of the words ** sonnet'' and '' canzone" already 
referred to (1 0), but the poet was accustomed to add 
musical notes to the stanzas. In some of the manu- 
script pieces of Sachetti and other contemporaries 
of Petrarch still preserved at Florence, the sonnets 
are occasionally headed — InUmakim per Franeum, 
Scriptor dedU Sowum. We know also that Petrarch 
sang his verses to the sound of Ms lute, which he 

1 This is given among th,e illustrations in Part IL 
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bequeathed in his will to a Mend, and we are told 
that his voice was sweet and flexible^ and of con- 
siderable compass ; it is also said that such was the 
magic of his song that the grayest persons were 
accustomed to go away repeating or humming the 
words. No wonder then that Petrarch became the 
idol of the people. His name was pronounced with 
a sort of adoration, and when he travelled the 
burghers prepared their houses to receive him, and he 
preferred them to the palaces of the great Agold- 
smith of Padua not only had the Italian works and 
numerous portraits of the poet, but esteemed it as the 
proudest honour of his life to have received the poet 
as Ms guest. As he approached a town, princes, 
'magistrates, and citizens went out to meet him, and 
on one occasion a blind old man made a long journey 
on foot, in the hope of being permitted to touch the 
poet^s head. 

The sonnets, as well as the canzoni, must have 
been committed to memory by vast numbers of 
Italians, who, as they could not possess the written 
copies in their hands, retained the songs themselves 
in their heads. To one of his friends who applied 
for a copy of his Italian poems, Petrarch replied :— 
''With what grace cotdd I deny you verses which 
are current in the streets, and are in the mouth of 
all the world, who prefer them to the more soHd 
compositions that I have produced in my liper 
years?'' While thus unconsdcrusly writing "the 
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songs of the people," he was also labouiing at his 
Latin epic and Latin treatises, which few cared to 
read (and now no one reads)^ and even resented the 
popnlaiity of these lighter productions, he became 
by slow degrees conscious that wherever he went 
^ the whole city came out to meet him/' for the sake 
of these yery yerses which were ''current in the 
streets/' because they spoke the language of truth 
and nature^ and found an echo in every one's heart. 
That Petrarch himself at length yielded to the popular 
expression is evident from the fact, already noticed^ 
that he produced a revised edition of his Italian 
poems, and his reason for doing so is feelingly given 
in the following sonnet : — 

Sonnet CCIIL ^ 

Tvp TTT f ^ ^ avem penscUo, che si care. 

Had I but thought my sighs, expressed in rhyme, 
Had aught in them the world would hold so dear, 
I would have sung, when Love at first drew near, 
In happier numbers, accents more sublime. 

She who inspired my verse, dead in her prime^ 
And wont in every thought of mine to appear, 
Gould make my rou^ darknumbers, sweet and dear; 
But now such aid belongs no more to time. 

CSertain it was to ease my anguished breast, 
I know not how, that to the Muse I came ; 
I wept, but wept not for the poet's prize, 

Nor deemed my verses worthy of their fame ; 
Now when I fun would please, her spirit blest 
Livites me, mute and weary, to the skies. 
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27. The above details foixuBh reasons why the 
Italian sonnet does not bear transplanting into 
EngUsh^ or, indeed, into French or Gennan soil 
There are no sonnets in any one of these three lan- 
guages that are in the mouths of the people in the 
sense that the songs of Bums are ; for while these 
are native productions, the sonnet is an import, not 
suited to the taste of the multitude. Moreover, we 
are more cold and impassive than the Italians, and 
our poetry is rather the result of culture than of 
native impulsa- Our most popular poetry is the 
song or ballad, which is best appreciated when it 
re-echoes our national sympathies, our home life, 
our political liberty, our national glory, our love of 
humour, of fair play, our hatred of cant and of 
shams. The single verse of Bums — 

'' It is good to be merry and wise, 
• It is good to be honest imd true ; 
It is good to be off with the old love 
Before you are on with the new," 

may not be a specimen of high-class poetry, but it 
includes both wisdom and wit happily expressed, 
those very qualities that the uncultured, because 
hitherto untaught, multitude best appreciate. Where- 
as one of Petrarch's sonnets, recited or sung to an Ita- 
lian multitude, would excite enthusiasm. The Italian 
poet, captured by banditti, who saved himself and his 
party &om spoliation by reciting his verses, would 
have no chance with English highwaymen, anymore 
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than otir best English poet nnder similar conditions. 
The gondolier of Yenice^ who, singing a stanza of 
Tasso, was responded to by brother gondoliers in 
succeeding stanzas, has no equivalent among Eng- 
lish boatmen.^ But if one of the latter were to 
open out with — '* And did you not hear of a joUy 
young waterman?" he would be not only keenly 
appreciated, but responded to by all his mates. I 
have heard French and Italian mechanics sing trios 
and quartets in harmony while engaged in their 
Work. I have never heard English mechanics make 
such an attempt, although the WOhem and the Tonic 
Sol-fa. methods have been in operation during more 
than a quarter of a century. A single voice, how- 
ever, engaged in singing ''Black-eyed Susan," or 
*' The Death of Nelson," or '' The Bay of Biscay, 0," 
would not fail to excite their enthusiasm. 

28. The best English sonnets, according to the 
Italian type, are, in my opinion, those of Milton; and 
his Italian sonnets are ranked by Italian critics on 
a level with those of Parini, ^hich is high praisa 
Although Milton does not always dose his second 

^ Qoldoni, in his autobiography, thns lefers to the gondoliflr 
who took him back to Venice : — ** He tomed the prow of his gon- 
dola towards the city, singing aU the way the twenty-sixth stanza 
of the sixteenth canto of the C^erosalemme." A lady, now resident 
in Venice, informs me that some of the gondoliers can recite Tasso, 
although they cease to sing his yerses. She heard a picturesque 
mendicant recite Tasso in the street An account of the practice, 
when in fnU vogue among the gondoliers, is given in ^'Israeli's 
Qwno9^JlM» ofLUeraiva^ i p. 889. 
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qaatrain mth a fiill pointy and is not sufBiGiently 
yatied in his rhymes, he is doser to the Italian 
t^pe than any other English poet After what has 
been said, the following arrangement of Milton's 
sonnets may be interesting : — . 

(12 2 1,12 2 1, 

No. 9. Daughter to Ihat good Earl, once President 
12. Lady, that in the prime (tf earliest youth 
17. Yane, yomig in years, but in sage counsel old 
19. When I consider how my light is spent 
21. Gyiiac, whose grandsire, on the royal bench. 

2 2 1, 



f 1 2 2 1, 1 
\ 3 4 3, 4 



T.PEIL. . . ^43 4. 

No. 1. O Nightingale 1 that on yon bloomy spray 
8. GaptaiD, or colonel, or knight in arms. 
10. A book was writ of late call'd Tetrachordon 
14. When Faith and Love, which parted firom thee 

never 
18. Avenge, Lord ! thy slaughtered saintcf, whose 

bones 
^%. Cyriac, this three years day these eyes, though 

dear 
23. Methought I saw my late espoused saint 

„^ „^ f 1 2 2 1, 1 2 2 1, 
^^™'{ 3 4 6,4 3 6. 

No. 2. jDonna leggiadray U cuibd nome hondr^^ 

6. Oiovane piano, t sempUcetU amcmie 

7. How soon hath Tune, the subtle thief of youth 
13. Hany, whose tuneful and well-measured song. 
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Hence it appears that in sixteen out of the twenty- 
thiee sonnets^ or more than two-thirds^ the metrical 
arrangement follows the most approved Italian 
tjrpes ; and among these sixteen examples are to be 
fonnd nearlyl^all Milton's very best sonnets. In the 
remaining seven the quatrains are still the same as 
in the sixteen examples given. The variations are 
in the tercets. For example^ under 

3 4 4 3 4 3 
we have- 
No. 11. I did but prompt the age to quit their dogs 

15. Fairfax, whose name in arms through Europe 

rings. 

Under 3 4 3, 4 5 5 

No. 3. QaoA m coOs asprOf ai imbrunir di sera 

4. DiodaUf ek'l dirb cm mara/viglia,'' 

5. Per certo i bei vosk ^occM, Donna rrUa 

16. Gromwell,our chief ofmen, who through a cloud; 

and under 3 4 3, 5 5 4, 
No. 20. Lawrence, of virtuous father virtuous son. 

29. On attempting to make a similar analysis of 
the first thirty of Wordsworth's Duddon sonnets, it 
was found impossible to do so. Although the poet 
evidently endeavoured to keep the quatrains toler- 
ably regular, he could not, or did not, prevent the 
tercets from running wildly; so that there are 
no less than twenty-two variations in these thirty 



COMPARED WITH THE ITALIAN. 77 

sonnets; while in Milton's there are but three — 
that is> three regular types and three yariatlons. 
Moreover^ there is no dear distinction between the 
quatrains and the tercets, which often run into ^ach 
other; and the tercets are frequently used, not for 
the sake of drawing a conclusion £rom the matter 
laid down in the quatrains, but merely for carrying 
on the description of some spot, or feature of a spot, 
with which the sonnet opened. Hence these sonnets 
do not in many cases bear to be dissociated firom 
their fallows, because it may happen that if one be 
'taken out and presented as a specimen of an Eng*- 
lish sonnet^ it would be unintelligible for want of 
the context Hence I cannot help tihinking it was 
uMortunate that Wordsworth should have selected 
this form for a continuous narrative or connected 
senea A sonnet ought to be a complete organic 
structure, capable of being separated and admired 
for itself, without reference to its position in a 
collection. That the sonnets of Petrarch and of the 
other great Italian masters stand this test, is due to 
the fact that their authors endeayoured to conform 
rigidly to the exactions of the littie poem (12); to 
write, in fact, according to role as regarded the form 
and purpose, whatever might be the thought to be 
eliaborated. Whereas in many of Wordsworth's 
sonnets there is a looseness in structure and treat- 
ment that is opposed to the theory of this produce 
tion. Take almost any one of them, and it will 
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not be found to contain a piopoaition, a pioof, and 
a condnalon, but a meditation, ox a thonght^ or mote 
often a description exquisitely expressed in foniteen 
lines ; bnt the reader does not feel the necessity for 
this limitation, and may ask why it should be in 
fourteen lines ? — why not in twenty, or, in some 
cases, still better, in ten ? It would be difficult to 
answer these questions, except by remarking that 
many of Wordsworth's so-called sonnets are not 
sonnets at all, according to the Italian definition ; 
but it must also be added, that wh^iever he submits 
to that definition, whether consciously or not, and 
has some respect for the harmony of the form, the 
thought becomes more sharply defined and elaborated, 
and the result is not only Wordsworth's best sonnet, 
but an English sonnet deserving of the nama If I 
were called upon to justify this statement by an 
example, I should be disposed to cite the sonnet to 
Haydon. It is regularly built up according to the 
first type — ^the second quatrain terminates in a full 
point, and the tercets in alternate rhyme lead happily 
to a noble conclusion. The sonnet of Wordsworth, 
which is perhaps the most admired among upwards 
of three hundred that he wrote, commencing 

"Surprised by joy — ^impatient as the wind," 

has a strong Petrarchan favour. Although loose in 
structure, it reads like a good, but free, translation 
of one of the early sonnets in the Morte. 
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80. Although Milton's sonnets approach neatest 
to the Italian foim, they made but little impiession 
on the course of English literature ; for in the long 
interval between Milton and Cowper^ occupied as it 
is by such great, names as Cowley, Waller, Maiyel, 
Diyden, Pope, Gay, Pamell, Collins, Shenstone, 
Akenside, Young, Thomson, Johnson, Goldsmith, 
Chuichili^ and others, the sonnet was neglected. 
Gray revived it^ if a single specimen can be said to 
be a revival His sonnet, or rather pleasant little 
poem in fourteen lines, b^ins thus — 

'' In vain to me the smiling mornings shine.'' 

Mason's sonnet, commencing 
** A plaintive sonnet flowed from Milton's pen," 

is regular, and after the Italian model ; as is also 
Warton's, 

" Oh 1 what a weary race my feet have run," 

and Boscoe's, 

^ Aa one who destined from his friends to part" 

3nt all these must rather be r^arded as scholarly 
exercises than spontaneous bursts of thought, which 
mark the true sonnet, and did nothing to naturalise 
the little poem. 

Bowles is regarded as the reviver of the sonnet 
in recent literature; but his efforts in this way, 
though sweet and pensive, are loose in structure. 
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and ahow no reason why they should each be limited 
to fonrteen lines. 

31. Befening to the time anterior to' that of 
Milton^ the word sonnet immediately recalls the 
splendid names of Spenser and Shakspere^ whose 
productions I do not yentuxe to criticise^ except 
to remark that they do not follow the Italian model, 
hut consist of three elegiac stanzas of four lines 
eaeh^ in alternate rhyme, and finiahing with a 
rhymed couplet But there is this difference in the 
form adopted, namely, that while Spenser connects 
his second stanza with the first, and the third with 
the second, by taking up the doslDg rhyme of each 
stanza for the first and third lines of the next; 
Shakspere does not fetter his pen with any such 
arrangement The two forms may be thus repre- 
sented grc^hically : — 

SpmMT. Shakaper^ 

12 12, 1212, 

2 3 2 3, 3434, 

3 4 3 4, 6656, 
5 5. 7 7. 

The writers of this time had no concurrent agree- 
ment to introduce the Italian sonnet to the English 
muse, although some of them came near to it Sir 
Walter Saleigh, in his Vision upon the Faeiy 
Queen, 

^Methought I saw the grave where Laara lay,'' 

adopts Shakspere's arrangement ; as does also, with 
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I 

some yariations^ the Earl of Surrej^ who is legaided 
as the father of the English sonnet One of his 
most celehrated sonnets nsuaUy given in onr antho- 
logies, and lately by Trench (H&usehold Book of 
English Poetry), as a specimen of the noble poef s 
style, and also placed first in the list of English 
sonnets in Mr. Dennis's collection (1873), is really 
a pretty close translation of Petrarch's 113th sonnet, 
commencing Ponmi, ove 7 Sol, etc., and the idea 
running through this is an elaboration of the passage 
in the 2 2d ode of Horace- 
Pone me pigris ubi nulla campis, etc. 

I give (L) the original Italian, (iL) my English 
yersion, and (iii.) Surrey's translation, in which it will 
be seen that no attempt is made to follow the me- 
trical arrangement of the Italian poet 

Sonnet CXIIL Type IL 

Ponmi, pve 7 Sol occide ifiori e f erha;^ 
dove vince hU 7 ghiaceio e la neoe : 
Ponmi Off h^l carro euo temprcdo e kve ; 
Edoff h chicd rende, o diied eerba : 

Ponm* in umUforiuna, od in euperba; 
Al dolce aere sereno, alfoeco e greve : 

^ This Sonnet was made the subject of three lectures by Bonsi 
before the Aceadema della Onuoa, on the 6th, 18th, and 20th 
Noyember 1660. They contain a large amount of curious detail 
respecting the geography and astronomy (then called astrology) 
of the time. 

G 
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Powmi aUa notte, ai di hmgOy ed ai hreve ; 

AUa matv/ra etate^ od dU aeerha : 
Pomri in ddo, od m terra, ad in dbisso ; 

In alto poggioy tn vaUe ima e palustre, ; 

Libero spirto, od a* suoi membri affisso : 
Pomni con fama oscfwra, o con illustre : 

Sarb gualfui; vivrb com* io son visso, 

Oontinuando U mio sospir irilustre. 

(iL) Place me where Sol bums ap the grass and flower^ 
Or where the ice and snow overcome his rays; 
Place me where rolls his car with temperate blaze, 
In climes that know not, or that own his power. 

Place me where Fortane smiles, or seems to lour : 
'Neath murky sky, or where the zephyr plays; 
Place me in night, in long or shorter days. 
In age mature, or in youth's careless hour. 

Place me in heaven, on earth, in deepest sea, 
On mountain high ; in marshy vaUey lone ; 
Whether I live, or Death possesses me ; 

Place me where Fame may own me or disown : 
I still live on, as I was wont to be, 
Still breathing out the same trilustral moan. 

(iii) Surrey's Translation, 

Set me whereas the sun doth parch the green, 
Or where his beams do not dissolve the ice ; 
In temperate heat, where he is felt and seen ; 
In presence prest of people mad or wise ; 
Set me in high, or yet in low degree ; 
In longest night, or in the shortest day ; 
In clearest sky, or where clouds thickest be; 
In lusty youth, or when my hairs are gi^y : 
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Set me in heaven, in earth, or else in hell. 
In hill or dale, or in the foaming flood ; 
Thrall, or at large, alive whereso I dwell, 
Sick or in health, in evil fame or good. 
Hers will I be ; and only with this thought 
Content myself, although my chance be nought. 

. Mr. Dennis, in a note (p. 201), gives a version of 
a sonnet published in London in 1593 by an 
anonymous writer, which he says '' bears a curious 
resemblance to Surrey's sonnet." This is only cme 
more of the many forms of translation of Petrarch's 
sonnet It is, therefore^ with some little amusement 
that I read the remark of Warton, also quoted by Mr. 
Dennis (p. 199), that " in the sonnets of Surrey we 
are surprised to find nothing of that metaphysical 
cast which msurks the Italian poets, his supposed 
masters, especially Petrarch. Surrey's sentiments 
are, for the most part, natural and ' unaffected ; 
arising from his own feelings, and dictated by the 
present circumstances." 

Drummond was also supersaturated with Petrarch, 
and although a good poet on his own account, could 
not help adopting the mode and sometimes the lan- 
guage of his' model The very title of his book, 
'' Sonnets, Songs, Sextains, Madrigals," calls to mind 
Petrarch with his '' SoneUi, Canzoni, BalkUe, Sestine, 
6 Madrigale" In his clear, sweet, and soft expres- 
sion, he justifies the epithet of " the Scottish 
Petrarch" bestowed upon him. His sonnets 
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^ Yaont not fair heaven of your too glorioiis lights;" 

and 

^ Sweet soul, which in the April of thy years 
€ro to enrich the heaven, mad*st poor this round," 

are thoroughly Petrarchan; and in some cases his 
sonnets are free renderings from the Italian. For 
example, the first quatrain of Petrarch's 233d son- 
net runs as follows : — : 

Daiemipace, o dwri miei pensieri : 

Nan hasta ben, ch' Amor, Forhma e Morie 
Mi farmo guerra vrdomo, e*n sule porte, 
Senza trovcmni deritro aUri guerrieri f 

Drummond's — 



Ah, burning thoughts ! now let me take some rest, 
And your tumultuous broils awhile appease ; 
Is't not enough, stars, fortune, love molest 
Me all at once, but ye must too displease % 

Mj translation — 

Hard thoughts of mine, oh, give me some repose ! 
Is't not enough that Love, and Death, and Fate, 
Make war around, up to my very gate. 
But I must find within me other foes % 

I 

32. It must, however, be considered that about 
the period when Drummond wrote, the compara- 
tively small number of readers who could appre- 
ciate him were also admirers of Petrarch, and any 
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adaptations from the Italian masters rather justified 
the scholarship of the later poet than suggested 
anything like what we call plagiarism. Thus we 
see Chaucer transferring to his Troylus and Cryseyde, 
a sonnet of Petrarch, the 10 2d, commencing 

S'amor nan i; che dunque i gud cK C senio f 

which in Chaucer^s hands becomes : — 

" If no love is, God, what fele I so 1" v. 58.' 

Spenser also appropriates two whole stanzas of 
Tasso, namely, the beautifol description of the rose, 
beginning 

Deh mira (egli canib) spwUar la rosa 
Dal verde sua modesta^ e vergineUa. 

Indeed, if we compare Spensef s Canto xii. of the 
"Faerie Queene," with Tasso's Canto xvi of the 
Oertisalemme, we shall find how largely Spenser 
borrowed from Tasso. If we examine Tasso with 
earlier writers, it will be seen that he is constantly 
borrowiBg whenever it sxuts his puxpose to do si 
Thus in the charming opening of the Chrusalemme, 
he apologises for mixing truth and fiction, on the 
ground that when physic is given to a sick child it 
is customary to smear the edge of the cup with a 

^ Leigli Hunt seems to have supposed that Ohancer was igno- 
rant of the Italian sonnet. He says : — '* Had Chancer been fami- 
liar with the sonnets of men whom he so admired, the very loving- 
neas of his nature wonld hardly have failed to make him echo their 
tones."— ^ooib of the Sonnetf L 65. 
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sweet. This idea is firom Lucretius ^Sed veluti 
pueiis, etc." The well-known maJteriam sfwpercihat 
opus of Ovid is taken advantage of in describing 
the hilt of Argantes's sword (Canto ii^ v. 93) ; while 
passages, to be counted by dozens, from Virgil and 
others are simply translated, or adapted, according 
to the wants of the poet All this is done quite 
openly, and although there are no marginal refer- 
ences, there is not the slightest suspicion of wrong- 
doing. The classics were so well known, that the 
reader of Tasso, or other modem poet, would be glad 
to recognise old friends among the many new ones 
the Italian poet introduced to his notice. Of course 
this sort of thing could only be done with impunity 

■ 

by men of such exalted intellectual rank as Tasso, 
Ariosto, Spenser, etc. They had lavished so much 
native wealth on their poems, that, while justifying 
their own scholarship, it seemed rather in the way 
of a compliment to older authors to use them occa- 
sionally, than to supply their own deficiencies by this 
practice; and this was so well known, that it con- 
tinued down to what date I cannot say. Certain 
it is, that in the time of Milton the practice had 
assumed another form; for although the Paradise 
Lost, as was first pointed out by Addison, contains 
much material derived &om the ancients, it is as 
material only, to be transmuted in the working, that 
the ancient writers are laid under tributa Li the 
time of Pope the practice had again changed, and 
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admitted '^ ImitationB of Horace" are made the 
vehicle of much original thought, wittily and hap- 
pily expressed. The practice of borrowing ideas 
without acknowledgment had become so censurable 
in the time of Voltaire as to justify the sarcasm of 
Piron, who^ being present at the reading of one of 
Voltaire's plays, was observed frequently to bow. 
On b^g asked why he did so, he replied " Never 
mind me ! it is only a habit I have of recognising 
an old acquaintance/' If the history of plagiarism 
ever comes to be written, it will present as varied a 
picture as any other phase of human thought. The 
historian will have to trace the steps by which a 
laudable and admitted practice became censurable 
and forbidden. I suppose the practice wore itself 
out, and readers of taste became tired of seeing 
classical mixed up with modem thought, especially 
on the part of many who were not Spensers or 
Tassos. Most readers will remember how severely 
censured were the poems of Alexander Smith, which 
were supposed to contain other men's thoughts 
wrapped up* in his own language; and I confess to 
a kind of shudder, when a great poet like Byron 
appropriates a master thought as in his Nature 
** broke the die in moulding Sheridan," which is but 
a translation of Ariosto's famous 

Natwra h fece epoi rwppe la skmpa. 
Many other similar examples might be cited, and 
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they are tolerated only in the case of inteUectaal 
capitalists, who may be excused if, among their own 
countless gold pieces, another man's stray coin 
should sometimes be found. 

33. Petrarch, in his Italian verses, borrows very 
sparingly from the Latin classical writers, with whom 
he was well acquainted ; and his abstinence is on 
principle. His respect for the Latin poets was so 
deep, that it seemed a kind of sacrilege to adapt 
them to the Hme volgare. Neyertheless, Ugo Fos- 
Qolo is wrong in supposing that only two or three 
passages in Petrarch can be traced back to a clas- 
sical source. There are more than two or three, but 
still not a large number. A few examples may be 
given, the first of which is from Virgil — 

Agnovit longe gemitom prsesaga maU mens 

which seems to have suggested 

Menie mia che presaga de ^fuoi darml 
My mind, prophetic of my coming loss. 

And Ovid's 

Elige cui dicas, tu mihi sola places. 

A cm io dissi — Tu sola a mepiace. 

To whom I said — "Thou only pleasest me." 

Horace's 

Dulce ridentem Lalagen amabo 
Dulce loquentem 
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is more poetieal and tender in Petrarch's 

Che non sa come dolce Ma sos^raj 
E come doke pa/rla e dolce ride. 

Who kno-wii not how she sweetly sighs, 

And how she sweetly speaks, and sweetly smfles. 

So also the verse of Horace 

Et tinctas viola pallor amantimn 

is thns rendered 

Un pallor di viola^ e iamor tinio 

'' As fear or shame my pallid cheek arrayed 
In yiolet hues, with Love's thick blushes strown«" 

JFrangham. 

Petrarch frequently derives his illustrations from 
Holy Scripture, showing that at the time its books 
were scattered and not easy of access, he was well 
acquainted with them, as befitted his pious nature. 
One or two examples may suffice — 

''My harp also is turned to mourning." — Job xxx. 31. 
E la cetera mia rivolta i in piarUo. — Son. CCLL 

'' The spirit indeed is willing but the flesh is weak." 
Matt xxvi V. 41. 

Lo spirio eprorUaf ma la cwrne h skmca. — Son. CLXXHI. 

In tlie following sonnet are two illustrations from 
Matthew xL 28, and Psalm Iv. 6. 
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Sonnet LX. ) lo son si staneo soUo 7 fasdo 
Type IIL f antico. 



I feel all weary 'neath the accustomed weight 
Of my old sins, and lu&bits formed of sin ; 
And fear, lest fainting on the road Tm in, 
I fall a victim to the power I hate. 

Time was, a mighty Mend compassionate, 
To rescue me came of His grace benign, 
And then departed ; and I cannot win 
Another look, although I longing, wait. 

But yet I hear his words, all steeped in love ; 
''All ye that labour, see ! the road is here, 

That leads to me, then heed no other quest'' 

What grace, or love, or fate will grant this prayer : — 
** And oh, that I had pinions like a dove ! 

For then Td fly away and be at rest." 

Sonnet CCXCVIII. commences thus — 



The food which fed niy Lord did never fail ; 
Sorrows and tears feed too my weary heart : 
I always tremble, and my cheek grows pale. 
Thinking of his deep wounds and bitter smart 

In one of my copies of Petrarch, edited by Zotti 
(Lpndon, 1811), the editor has a note on the word 
"my Lord." Evidently supposing that the poet 
could only write about love, he explains the term 
7 Signor mio as U mio Signor Amore, 

34.^ The cbaige has often been brought against 
Petrarch, and was made even in his own time, that 
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he is indebted to the troubadours and Provengals 
for much of his poetry. There is evidence in the 
works of all the poets^ from Dante to Petrarch, of an 
intimate knowledge of this older poetry ; but it is 
too much to say that in selected passages containing 
simileur thoughts the later poet must have borrowed 
firoin the earlier. The language of poetry, like the 
song of birds, is natural ; and under like conditions 
produces like results.' But, in addition to this com- 
mon expression, a great poet has an original language 
of his own, by which he lives and is recognised. 
And herein he is distinguished from the man of 
science, whose works reflect not his own individu- 
ality, but simply nature. The language in which 
he makes known his discoveries is of less importance 
than the discoveries themselves; they become ab- 
sorbed into the great body of science, and the man 
and his style are to a great extent forgotten, just as 
an individual link in a chain is forgotten in the 
chain itself But it is not so in literature, least of 
all in poetry. The poet may make as many dis- 
coveries as the chemist, or die physicist, or the 
astronomer : he may read nature as accurately, and 
may work as beneficently, but he cannot be sepa- 
rated from his work : he has impressed upon it the 
individual characters of his own mind, so that a 
page of Dante or of Shakspere, however true for all 
time; is still the truth, tinged by Dante's or Shaks- 
pere's individuality ; whereas a page of ITewton or 
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of Faraday is valuable only as it reflects nature and 
nature only. 

The reason why the poetry of the troubadour and 
of the Provenqals has only an antiquarian interest 
is, that although it contains much that is elegant 
and natural, it is monotonous and affected, the 
poems of one author having a strong family like- 
ness to those of another, so that, like the lace and 
ruffes and powdered head-dresses of a later period, 
they reflect not human nature, but rather a trsinsient 
fashion ; a mode of writing which, however useful as 
a means to something better, could not be perma- 
nent, because it was not distinguished by grand, 
original, and striking thoughts, which appeal to us as 
much by their inherent truth as by the style and 
manner in which they axe put forth. We there- 
fore prove nothing if it can be shown that Dante 
and Petrarch uttered a thought that had already 
occurred to an older poet ; or we only prove that 
simple thoughts, which naturally spring up with the 
occasion that calls them forth, are common pro- 
perty. For example, Petrarch expresses the very 
old idea that against love neither force nor skill are 
of any avail — 

C(n^o lo guai nan vdlforza ne ingegnOf 

and he is accused of having taken this very common- 
place idea firom Bonello — 
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Maz iu» cm&rz no vol farsa ni torre 
('Oainst love nor force nor battiiement avails.) 

Fetrorcli more than once declares that he had 
lesolved to say msmy fine things to Laura, but as 
soon as he found himself in her presence, a glance 
from her bright eyes made him silent. What more 
natural than this? The troubadour Pier deUe 
Yigne has a similar thought — 

MOf poi la veoy oblio do ch* ho pensaio 
(But when I see her, I foiget what I thought o£) 

Both these have been claimed for Amaud DanielL 
(fades 868 liei8 die a lieia coehez mots — 

■ 

Pois, qua/a lavei^no sai^ ta/n tarn, que dire. 

(Without her — ».«., far firom her — I say to her loving 
words ; but when I see her, so much I love her, I know 
not what to say.) 

Once more, was there ever a swain in love who did 
not swear to his lady that he would rather die for 
her than live in bliss with another. 

S plazmimais morirpervoSf 
Que per antra vwer ioios. 

Petrarch says the same thing more elegantly — 

Pur mi consola che languir per fei, 
Meglio h che gioir d^altra. 

Until it can be shown that the noble and beauti- 
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M thoughts which crowd the pages of Dsuate and 
Petrarch, and the surpassing style of each, are 
borrowed, such small charges as those referred to 
have no efiTect on their fame, even when they are 
as gravely brought forward as in the case of the 
historian of Yalentia, Gaspare Scuolano, who says — 
''We formerly possessed a famous poet, named 
Mossen Jordi; and Petrarch, who was bom a hundred 
years after, robbed him of his verses, and has sold 
them in Italian to the world as his own, of which I 
could convict him in many passages; however, I 
shall jcontent myself with quoting a few lines : — ; 

' E non he pau, e no tin quim gaerreig; 
Vol sobre Tciel, et nom* movi de terra ; 
E no estrench res, e tot lo mon abras, 
Oy he de mi, e vull a altri gran be — 
Si no es amor, donchs azo' que sera % * " 

The following is Petrarch's sonnet, based upon 
this rough fragment : — 

Sonnet CIV. ) ^ 
-ry- J. ^ ' J.' { Po^ ^w?w irovo, e non Jio 
First Vanation > ^ ^ 

of the Quatrains.) ''^^ guerra. 

I find not peace ; for war too weak toi I ; 

I fear and hope and bum ; like ice am cold ; 

I soar beyond heaven's gate ; on earth I lie; 

if othing I have, yet all the world enfold. 
My jailer doth not bind, nor yet untie; 

Doth not release me, nor in prison hold : 
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Loye slays me not, nor loosens his firm tie; 

Dotili not give life, nor care from me withhold. 
Haying no eyes, I see; no tongae, complain; 

I wish to perish, and yet cry for aid ; 

I loye another, yet myself I hate; 
I feed myself on grief ; I laugh in pain, 

And death and life alike are hateful made : 

For thee, lady, I am in this state. 

Mr. Eutherford {Ths Trovhadowrs : their Lives 
and their Lyrics, 1873) says " that Dante, Petrarch, 
Ariosto, and Tasso, to make no mention of lesser 
n^mes, paraphrased as extensiyely from the Pro- 
yenqals as Spenser of the Faerie Queene and some 
other early English bards paraphrased from the 
Italians. ... If the appropriation of a man's ideas 
be conferring honour on him, then we must say 
that Petrarch distributed a good deal of honour 
among the troubadours," p. 349. In justification 
of this sweeping charge, Mr. Butherford giyes one 
line of Petrarch from the 47ljh sonnet — 

Benedetto sia 7 giomo, e 7 mese, e 7 annOf 

« 

and refers to a parallel line in a canzon attributed 
to Giraud of Bomeil — 

Ben ai al tempSy etjom^ e*l an, e 7 mes. 
(Blessed be the season, the day, the year, the montL) 

" The plagiarism," he says, " is curious, and not 
the less so, since precisely the same benediction is 
repeated by Byron : — 
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** Aye Marie 1 Blessed be the liotir ! 
The tune, the dime, the spot ! *' 

Is this '' precisely the same benediction ? " Such 
charges as these, however, are not imconunon ; and 
they may be met by the fact that a great writer 
may, and does often, borrow the lead of small men 
and by a rare alchemy transmutes it into gold 
Shakspere was in the habit of doing this, and those 
are among the dullest books that attempt to justify 
the proof. If the reader is curious to see a speci- 
men of this kind, he had better compare Dr. 
Ferriar^s Illustrations of Sterne with Tristram 
Shandy. 

Petrarch was too near the time of the troubadours 
not to be influenced by them. That he occasionally 
imitated their manner, and improved upon their 
matter, may be admitted ; and as an example of the 
manner, the following sonnet may be quoted. It is, 
as Sismondi remarks, a mosaic of antitheses, and, as 
such, worthy of the school it belongs to : — 



Sonnet CLXXXVIII. ) S*una fede amorosa, 
Type I. \ v/n cor non jmto. 

If loving faith, a heart that does not feign, 

Sweet languor and a courteous desire ; 

If honest wishes bum with gentle fire; 

If wand'ring long a labyrinth in vain ; 
K in the fSsu^e each thought is written plain, 

Or faltering accents on the Ups expire; 
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If bashfidness or fear ahoiild kindle ire; 
If pallid cheek, lit by love's blushing stain ; 

If more than sel^ to hold another dear ; 
If sighs for aye, if tears ne'er cease to flow, 
Feeding on anger and in grief to pine, 

Burning in absence, all too chilled when near ; 
If these be causes why love brings me woe. 
Thine lady is the crime, the suffering mine. 

36. I have now to consider the duties imposed 
on the translator in dealing with the masterpieces 
of the great Italian sonnet-writers. His first duty 
is to define clearly to himself upon what principles 
he intends to work, seeing that the laws which 
ought to guide a translator, in dealing with his 
original, are by no means settled. On the one hand, 
it is contended that the translation should have the 
effect on the reader^s mind of an original work; 
and, on the other, that the effect should be that of 
an imitation, or a copy of the original in an inferior 
material, but resembling it as closely as such 
material will allow. This method has been named 
metaphrase, or literal rendering, and the former 
iparafphrase, or loose rendering. Dryden in his 
translation of Yirgil professes to have steered a 
middle course between the two methods; but he 
adds, '' Some things I have omitted, and sometimes 
have added of my own. Yet the omissions I hope 
are but of drcumdtances, and such as would have 
no grace in "Rngliflh ; and the additions I also hope 
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are easily deduced from Virgil's sense. They will 
seem (at least I have the yanity to think so) not 
stuck into^ but growing out of him/' 

This is a perilous example for a young translator 
to follow^ and the instance that Dryden gives to 
justify his practice seems to me rather to condemn 
it. In the first .^Bkieid^ Yenus places Cupid on a 
bed of Mollis AToarams. " If/' continues Dryden, 
** I should translate it ' Sweet Marjoram/ as the 
word signifies, the reader would think I had mis- 
taken VirgiL For these village words, as I may 
call them, give us a mean idea of the thing ; but 
the sound of the Latin is so much more pleasing by 
the just mixture of the vowels with the consonants, 
that it raises our fsuacies to conceive somewhat more 
noble than a common herb ; and to spread roses 
under him and strew lilies over him; a bed not 
unworthy the grandson of the goddess." 

In practice Dryden does not adopt the roses and 
lilies, but employs a more general expression : — 

" Then with a wreath of myrtle crowns his head, 
And sofdy lays him on a flowery bed." 

But a msua of Dryden's power is not to be lightly 
dismissed. On examining his statements a little 
more closely, it must be admitted that they contain 
a true principle. Undoubtedly there are words and 
modes of thought which have a poetical effect in one 
language and not in another ; and it is the trans- 
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latoT^s duty to sabstdtate other words and modes erf 
thought, taking care, in doing so, to make them grow 
out of the original, and not stick them into it To 
do this properly requires sound judgment and correct 
taste. Many illustrations of this occur in PetrarcL 
For example, in that vigorous sonnet in which the 
poet denounces the vices of the Papal Court at 
Avignon, the first tercet runs as follows : — 

l^w h camere iue fwndulU e vecchi 
Fanno ireseando, e Bdzebub in mezzo 
Co* maniicif e col foco^ $ con gli specebi 

" Through thy chambers young girls and old men 
go dancing, Beelzebub in the midst, with bellows, 
fire, a^d mirrors." The mirrors seem to be typical 
of vanity, and the bellows the incentives which fan 
the unholy fire (foco) on the hearth of sin; but he 
would be a bold man who ventured to translate this 
literally, even supposing a literal translation capable 
of being understood ; whereas the original may be 
perfectly intelligible to the Italian mind. I do not 
say that it is, because Muratori, being a priest, pro- 
bably thought it judicious to offcKr no comments on 
this sonnet, and the only commentator, so far as I 
know, who has a note on the third line of the 
tercet, is Zotti, who interprets coi maniid by the 
somewhat vague expression ''with amorous incen- 
tives," and merely adds to col foco the words 
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JEamtore, I have endeavoured to meet the difficulty* 
by the following compiomise.: — 

Old men and damsels through thy chambers glide, 
Bingmg the changes of sin's varied mood. 
In wanton glee, Beelzebub theur guide. 

But I do not pretend to say that this is satis- 
factory. It is a far more difficult case than that of 
Yenus with her bed of sweet marjoram, which, how- 
ever, does not strike me as unpoetical ; and, with all 
deference to so great a master as Dryden, I should 
have given it in my translation instead of the more 
vague expression which he adopte, or a.e roses and 
lilies which he would have preferred. 

36. The sonnets of Petrarch require a very tender 
handling on the part of the translator; and this 
they have not* always received from the numerous 
hands that have attempted to render them into 
English verse. The introduction of highnsounding 
words, or the translator's ideas instead of those of 
the author, is all but certain to injure the original ; 
and the injury becomes more painfully prominent 
when the translator, as is sometimes the case, ap- 
proaches his subject with an imperfect knowledge 
of the Italian language. So also any attempt to 
change the order of the lines generally interrupts 
the sequence of the thought and is injurious. 
Moreover, it is nearly always necessary to render 
the original line for line, although this cannot 
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always be done^ since some lines ore too fall lu. 
English, and others not full enough (12). Never^ 
theless, it may be taken as a general role, that a 
line-for-line translation gives the most satisfactory 
result, because it more nearly represents the original 
As nothing better illustrates a general proposition 
than an example, I* venture to take one out of a 
large number that may be selected, and that one is 
from the tercets of the 126th Sonnet The follow- 
ing is the original : — 

Ter dwina bdUzza inda/mo miraj 

Ghi gli occhi di eostri gicmmoA non tfide, 

Come soavemenU eUa gli gira, 
Non sa com ^Arfior wmoy e come andde^ 

Chi non sa come doke eUa sospirct, 

E come doke parla^ e dcice ride. 

In this example, the weakest poetical sense must 
feel the exquisite simplicity of the expression, and 
that any departure &om it can only mar its beauty. 
In attempting a translation, it is evident that the 
closing line rm^ be rendered literally — 

** And how she sweetly speaks and sweetly smiles." 

Nothing else will do. The line before it also requires 
similar treatment But there is this difficulty ; the 
line — 

''Who knows not how she sweetly sighs," 
is not long enough, and the introduction of any 
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word not in the original would disturb the 
dimplicity of a picture that is already finished and 
complete. The least objectionable course seemed 
to lie in the repetition of the word " sweetly ;" so 
that the line runs thus : — 

"Who knows not how she sweetly, sweetly sighs." 

But the literal rendering of these two lines^ whether 
satisfactory or not^ introduces another difficulty. 
The sonnet belongs to Type IL^ in which the six 
lines of the tercets run in alternate rhymes ; and 
two more rhymes are wanted for " sighs " and two 
for " smiles." " Eyes " in the first tercet gives one, 
and " beguiles " another, but I could not discover 
two others without straining the meaning, which is 
opposed to my canon. But as Dryden remarks 
that the necessity for a rhyme often suggests an 
idea, so in this case it suggested a resource. The 
word " gaze " in the first tercet suggested " slays " 
in the second, which is the accurate rendering of 
andde, smd hence the idea occurred to me to trans- 
late these tercets after the model of Type I., 
namely — 3 4 5, 3 4 5, instead of that of Type II., 
3 4 3, 4 3 4. I was sorry thus to infringe upon the 
rule laid down in these translations ; but as fidelity 
to the sense is evidently of more importance than 
adherence to the form, this course was adopted, and 
the following result is, I trust, not unsatisfactory : — 
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He yamly seeks on charms divine to gaze. 
Who never gazed upon those lovely eyes, 
How their sweet turning every soul beguiles : 

He knows not how Love heals, nor how Love slays, 
Who knows not how she sweetly, sweetly sighs. 
And how she sweetly speaks and sweetly smiles. 

37. So also it may not unfrequently happen that 
in one of Petrarch's sonnets a single line stands out 
in such eminent beauty, that it is absolutely neced- 
saiy to the integrity of the translation that this line 
at least be rendered literally, however difficult it 
may be to make the other verses conform to it 
An example of this may be selected from Sonnet 
CCLL, in which the poet, after enumerating the 
charms of Laura, says — 

Poca pohere son^ che nulla smU. 

Are now a little dust, that nothing feels. 

The volume referred to below ^ gives four trans- 
lations of this sonnet, in which the line in question 
is thus variously rendered : — 

" A little dust are now ! to feeling cold." 

Dacre. 

" What are they now f Dust, lifeless dust, alas ! " 

Morehead, 

^ In 1859 Mr. Bohn published a collection of translations, en- 
titled "The Sonnets, Trinmplis, and other Poems^of Petrarch, now 
first completely translated into JBnglisli verse, hj varions hands, 
with a life of the Poet by Thomas Campbell" 
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" Are now a pile of aahes, deadly cold." 

JFoodJumsdu. 

^* Dissolved to senseless ashes now remain." 

CharlemorU, 

A body does not dissolve into ashes. Bat I think 
it must be admitted that all these variations are 
inferior to the original verse^ which can be so easily 
translated literally ; and to show that there are no 
great difficulties in making the other verses conform 
to this one, I append my translation, the only merit 
of which I consider to lie in a greater closeness to 
the original than in the efforts of my predecessors. 
I may also remark that the last line of this sonnet 
requires literal treatment, not only because it is a 
quotation from Holy Scripture, but also because it 
best expresses the original : — 

E la cetera mia rivolta inpianto. 
My harp is turned to mourning. 

Of the four translators of this sonnet already 
referred to, the first gives this line best, because 
nearest to the original : — 

''And turned to mourning my once tuneful lyre." 

The second — 
'' Mute be the lyre, tears best my sorrow mark." 
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The third omits the line altogether^ and expands 
two lines of the original into three of his own. 

The fourth — 
^ Changed is my lyre, attmied to endless woe." 



SoNNST ecu. 1 01% ocehi di cK to parlai si 
Type II. f ecUdamerUe. 



The eyes of which my verse so warmly tells, 
The face, arms, hands, and feet, that bright array 
Of charms that steal me from myself away. 
And every act of mine with strangeness fills : 

The crisped hair that lucent gold reveals, 

The angelic smile, that seemed a heavenly ray. 
Pointing from earth to paradise the way. 
Are now a little dust, that nothing feels. 

And yet I live ; but live in grief and pain. 
Deprived of her, my much-loved guiding light. 
In tempest fierce, with shattered bark amain. 

But from my amorous muse I now take flight. 
Dried up my poesie's accustomed vein^ 
My harp is tamed to mourning and 'tis night 

The last line of this sonnet^ JB la cetera mia 
rivoUa in pianto, translated into the language of 
Scripture, '' My harp is turned to mourning/' is not 
long enough. But on referring to Job, ch. xxx., from 
which the passage is taken (y. 31), these words 
occur at v. 28: ''I went mourning without the 
sun;'' and hence it seems to be taking not too 
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great a liberty with the quotation, or with the 
sonnet, to mskke up the yerse by the words, *' and 
'tis night" 

It may, however, be a question whether the 
second line of the first quatrain — 

E U braeda, e U manif e i jnedi, e *l visOf 

ought to be rendered literally, — ^whether, in short, 
it is poetical to write of aims, hands, and feet I 
do not see why these, if beautiful, should not be 
introduced as well as hair, eyes, and face. I main- 
tain that it is the duty of the translator to be as 
literal as possible, notwithistanding Voltaire's ana- 
thema, " Malheur aux f aiseurs de traductions litt^- 
rales ;— o'est Ik qu'on pent dire que la lettre tue." 
D'Alembert gives the translator great license when 
he says, — "Correct the defective traits of the 
original, and suppress superfluous accessories which 
the rhyme exacts and which add nothing to the 
force of the thought" But, with all submission, 
I contend that to do this effectually is to make 
the translator a greater man than his master. 
The directions may apply to French translators of 
Petrarch; for, as the Abb4 de Sade remarks, '^Le 
po^te Italian ploie sa langue k son g^nie ; le Fran- 
^ais est contraint de ployer son g^nie k sa langue/'^ 

^ The translatioiiB of Petraroh's sonnets into French yerse by De 
Sade cannot take rank among Les BeUea Ii^fidUea referred to if 
Count Simeon {Eoraee, traduction en vers, Paris, 1873), — ** On les 
amait pour leur beauty on les fnyait pour lenr trahison.'* The 
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But in translating from Italian into English, the 
main object onght to he to represent the original as 
faithfully as the form, the constraint of rhyme and 
metre, and the necessity of employing poetical 
language will allow. In the case before ns, I con- 
fess to a preference of the catalc^e of Laura's 
charms as given by Petrarch^ to the mode in which 
the translators referred to, attempt to get over the 
supposed objection. One speaks of " the limbs of 
heavenly mould ;" another of '' the taper arms," and 
in thus correcting ''the defectiye parts of the 
original,'' actually omits two whole lines of his 
author^ and inserts his own nonsense, such as, '' the 
heavenly mould of that angelic form," and '' those 
eyes whose living lustre shed the heat of bright 
meridian day-" — not a word of which is in Petrarch's 
sonnet, and ' one would be ashamed of him if it 
were. Another says that by these charms our poet 
was ^' parted from the vulgar and the vain." This 
is a wonderful mode of improving on one's author. 
The shrinking timidity of Petrarch made him feel 

Abba's translations haye no beaaty, but much treason. He dis- 
regards the stmctnre and limits of tiie sonnet, sometimes extending 
it to upwards of twenty lines, at other times reducing it to ten or 
twelye. In a note appended to his version of the 26th Sonnet, 
he says naiyely: — ''A la description du matin, oontenue dans les 
premiers vers, P^trarque ajoute une image que j'ai snpprim^ 
paroe qu'eUe ne m'a pas pam asses noble." 

Count Simeon well describes the success of modem translation as 
" Cette lutte entre deux idiomes, Tun resistant h, I'autre^ mais i la 
fin dompt^, sans 6tre ni asservi ni avili" 
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that' he was unlike other men^ and he fancied he 
read in other men's looks their consciousness of his 
singularity, — 

E fatto svnguHw detF dUra genii. 

And make me appear strange to other people. 

Such are the dangers that beset the translator who 
flatters himself that he can improve on a better man 
than himseK. 

38. Much of the £reshness of Petrarch's poetry 
arises &om his habit of jotting down his thoughts 
as they occurred to him in his solitary wanderings 
amongst the lovely or wild scenery of the retreat 
which he often- sought (20). But in view of the 
elaborate care with which he revised his work, it 
might be supposed that his language is intricate 
and subtle. So far from this being the case, his 
language is most simple, and his meaning most 
direct He goes straight to his object and clothes 
it in the simplest words, and with little or no in- 
version. His sparing use of adjectives is also re- 
markable; these are left to their own suggestion; 
and when he does make use of them, they are felt 
to be necessary, because they are appropriate. Com- 
bined with all this simplicity of language is a full- 
ness of meaniag, and a breadth and completeness of 
effect, which produce the result of a highly-finished 
whole; and such is the ease and grace of .all his 
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best sonnets^ that the labonr of revision is never 
apparent' I do not intend to apply these remarks 
to every sonnet. A man conld not write upwards 
of three hundred such poems and produce the same 
result in alL But I do. not know of a single sonnet 
that does not repay the reader, if not the translator ; 
for there is always. to be found a sweet thought, 
tenderly and elegantly expressed, charming the 
sense by its beauty, and pleasing the fancy by its 
novelty, — ^and this even in the midst of exaggerar 
tion which falls on the ear like bombast Of course 
in so long and celebrated a series, some of its terms 
stand out in pre-eminent beauty, and one of these 
may be selected in order to show, by contrast, some 
of the various modes in which it has been handled 
by translators. I give the original, and then my 
own translation, thus affording other writers in this 
rich field the means of applying to me the tests I 
am about to apply to them ; as it is possible that, 
while being sensitive to the defects of others, I am 
not sufiGlciently conscious of my own. 

1 Mattibew Amoldf in his iliree Oxford lectures "On Trans- 
lating Homer ** (1861), remarks that the translator must be per- 
meated by four qnaUlies of his anthor : — (1.) Homer is eminently 
rapid ; (2.) He is eminently plain and direct in the eyolntion of 
his thonght and in its expression, that is, both in his syntax and 
his words ; (8.) He is eminently plain and direct in the substance 
of his thought, that is, in his matter and ideas ; and (4.) He is 
eminently noble. These fonr qualities also apply to Dante and 
Petrarch, and must be recognised on the part of their translator. 



110 A TEST SONNET, 



Sonnet XXVIII 
Type I. 



|- Solo, e pensoso, etc. 



Scto e pensoso % pih deserti campi 
Vo mism'wndo a passi tardi e lenH ; 
E gli occhi porto, per fuggiar^ irUerUif 
Dove vestigio uman I *arem stampu 

Altro schermo rum trovo, che mi scampi 
Dal manifesto accorger ddU genii : 
Perchi negli atti d 'allegrezza spenti 
Difuor si legge, com* to deniro awampi: 

Si ch' to mi credo omai, che morUiy e piagge, 
E fivmif e selve sappian di die tempre 
Sia la mia vita, cH h cekUa altruL 

Mapw si aspre vie,nisi sdvagge 

Cercar non so, cK amor non venga smpre 
Bagionando con meco, edio con lui 

Alone and pensive, the most desert land 

I measure o'er with loitering steps and slow ; 

Gazing around me, that I may not go 

Where trace of human footsteps marks the sand. 

No other refuge have I at command, 
From idler^s recognition ; for I know 
I hear the outward marks of inward woe ; 
Of joys consuijaed by Love's unsparing hand. 

So that I now helieve my life's sad mood 

Is known to woods and streams, to hill and plain. 
The life that I from others would conceal : 

I know not where to find a wild rough road. 
But Love to me will always access gain, 
And he to me, and I to him appeal 
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Three translatioiia of this sonnet ar^ given in 
Bohn's collection; the first of which is signed 
"Anon. Ox. 1795;" the second "I. B. Taylor;" 
and the third '' Macgregor." In the first of- these 
the concluding lines of the second quatrain are thus 
rendered — 

'' So weU my wild disordered gestures show 
And love-lorn looks, the fire within me bred." 

If one sonnet of Petrarch more than another 
requires simplicity of treatment, it is this : but to 
deal with it thus in the spirit of modem pastoral 
poetry is to produce an insipid, if not a nauseous 
result 

The second translation is in the same style — 

"While in my hollow cheek and haggard eye 
Appears the fire that burns my inmost heart" 

The third translation is perhaps the worst of the 
three — 

"Lest on my brow, a stranger long to joy, 
He read the secret fire which makes my paiQ." 

In the first line of the second quatrain, this 
translator has 

" No help save this I find, some cave to gam." 

There is nothing about seeking a cave in the 
original, and nothing to suggest it 
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39. Jt is natural that a translator should find 
fault with the labours of his predecessors, if only to 
justify his own work and the need of a fresh effort 
I have taken about twenty-five of Petrarch's most 
celebrated sonnets and compared them with the 
various translations given in Bohn's collection. 
The conclusion I have arrived at, &om this compa- 
rison, is that Petrarch has not hitherto been pro- 
perly rendered into EnglisL The poet Campbell 
'' despcdred of ever seeing in English verse a trans- 
lation of Petrarch's Italian poetry that shall be 
adequate and popular. The term adequate, of 
course, always applies to the translation of genuine 
poetry in a subdued sense. It means the best that 
can be. expected, after making allowance for that 
escape of ethereal spirit which is inevitable in the 
transfer of poetic thought from one language to an- 
other. The word popular is also tp be taken in a 
limited meaning regarding all translations." Cow- 
pei^s Homer is not so popular as his John Gilpin ; 
but Cowpei^s Homer and Gary's Dante are, in 
Campbell's opinion, both adequate and popular; 
but no translation of Petrarch can be such, because 
the translator cannot ''transfer into English those 
graces of Petrarchan diction which are mostly in- 
transferable." Hence arises the proposition that 
Petrarch is not so genuine a poet as Homer or 
Dante, ''since his charm depends upon the deli- 
cacies of diction that evaporate in the transfer &om 
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tongue to tongue, more than on hardy thoughts that 
will take root in any language to which they are 
transplanted." If such a conclusion be based upon 
existing published translations, judging from the 
specimens I have examined, my contention is that 
such translations do not represent the poet fairly: 
they are not '' the best that can be expected ;" they 
are not the best that can be produced, and I proceed 
to justify this assertion by examples in which my 
intention is to prove that published translations 
frequently contain {a) positive mistranslations, 
arising apparently &om an inadequate knowledge of 
the Italian knguage on the part of the translator, 
so that on comparing translations by different hands, 
one may contradict the other; (b) paraphrases or 
the substitution of the translator's ideas for those of 
the poet ; (c) inelegant unpoetical English ; ((2) the 
general absence of any attempt to reproduce the 
pimple language of the poet where simple language 
in English is possible ; {e) want of attention to the 
form and metrical arrangement of the original 
Some sonnets are even translated into blank verse, 
and others into the forms adopted by Shakspere 
and Spenser. 

Sonnet CCCXIIL 
I quaifm tn cmofr cosamartaU. 
*^ In vain idolatry of mortal things." 

Shqopard. 

Cosa marUde ia"B, mortal thing," and that is Laura. 

I 
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Sonnet CCLIL 

Or voftei ben placer: ma queUa aUera 
TacUo etaneo dopo se mi cMama. 

^ Fain would I now taste joy ; but that high fiedr, 
Silent and weary, calls me to her there.** 

Macffr^or. 

The idea is lost in this rendering. The poet has 
just said that if he had supposed his verses would 
have given so much pleasure, he would have taken 
more pains with them ; that he wrote not for fame, 
but to relieve his trouble ; but now, he says, that 
'' the desire to please is come^ I am mute and weaiy, 
and she on high calls me to her." 

WoUaston's translation is nearer the original, but 
does not express it properly — 

''And could the world's £Edr suffrage now be bought 
'Twere joy to gain ; btit that my hour is brief, 
Her lofty spirit waves me to her bier." 

This is wanting in the simplicity and directn^s of 
the original WoUaston employs fourteen words for 
Petrarch's four ; omits the sad and expressive words 
"mute and weary;" and introduces "bier," which 
is anti^Fetrarchan, for the poet regards Laura as a 

« 

living beatified spirit. 

Sonnet n. 

Era la mia virkiie al car risteHa^ 
Per far m, e negli occhi sue difese : 
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' ^Mj courage had retired within 1117 hearty 
There to defend the pass bright eyes might gain." 

N(M. 

^Mj Virtae had retired to watch mj heart. 
Thence of weak eyes the danger to repeL'' 

Macg^tgw. 

They cannot both be right: bright eyes and weak 
eyes. 

Sonnet OLXXV. 

Cli i non wf dk di lei; machila scarge^ 
Tutto 7 car di dolumij e d! aimcf Vemfie ; 
Tamto n* ha seco^ e tamJf aUnd neporge : 

^Let me not speak of her, bat him her gaide;| 
Who all her heart with love and sweetness fills — 
Gifts which from him o'erfiowing follow her." 

Maegregor. 

A complete misunderstanding ; although the trans- 
lator throws off the shackles of rhyme^ and renders 
^this difficult sonnet in blank verse. The real sense 
is, I believe, as follows : — " I wish not to speak of 
her ; but whoever looks at her, she fills his whole 
heart with sweetness and with love ; she being so 
richly endowed with these qualities herself, that she 
lavishes them upon others." I admit the difficulty 
of rendering these three Italian lines into a similar 
number of English heroic verses, and yet retain the 
sense and the poetry ; but if an attempt be made 
at all, such ought to be the result. 
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Sonnet CCXCL 

There is a piece of delicate satire in one of the 
lines of this sonnet, which the translator has missed 
altogether. The poet describes Nature as having 
heaped all her gifts of beauty on Laura, and he 
closes the second quatrain thus — 

Perdofwm qual i betta^ o si tme 

(Pardon me, whoever is beautiful or esteems herself to 
be so.) 

The translator above referred to renders the line 
thus — 

'^ Ladies, your pardon let my boldness claun." 

It does not seem very^ difGicult to retain the wit as 
well as the sense of this line, something after this 
fashion — 

Pardon, ye fair ! or ye who thiuk ye're tail I 

Sonnet LXXX. 

La voglia e la ragim ccmbaMut *hcuyno 
SeUe, e sdf aami; e wncerb, U migUore; 
8*anm6 wn guaggii^ del hen jpresaghe. 

*^ For fourteen years did reason proudly fling 
Defiance at my tameless will, to win 
A triumph blest, if man can good foretell" 

JTolkuhn. 
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This does not express the meaning ; nor is it Pe- 
trarchan language in the Lanian sonnets to talk 
about proudly flinging defianca The poet was too 
conscious of his own weakness to sing in this boast- 
ful strain^ and the idea expressed in this tercet is in 
harmony with his other sonnets. Here he represents 
Passion and Beason as equal foes : they have now 
been contending during fourteen years^ and his hope 
is that the more virtuous force will prevail^ if the 
mind here below can foresee its own good. 

Sonnet LXIX. 

■ 

lo che Tesca amcrosa djpeUo avea^ 
Qual marcmglia, se di subU *arsi. 

*^ I whose whole breast with Love's soft food was sowUi 
What wonder if at once my bosom gloVd V* 

Anon, Ox. 1795. 

The Italian is^ " 1, who had amorous tinder at my 
breast^ what marvel if it suddenly kindled ?" This 
is a complete figure ; but we cannot suppose '* Love's 
soft food " (whatever that may be) sown all over the 
breast^ to produce a conflagro^tion. 

Sonnet CXIIL 

Fornniy ave 7 Sol occide ifiofi e Verba; 
dove vince hd 7 ghiacGio e la neve : 

^ Place me where herb and flower the sun has dried. 
Or where numb winter's grasp holds sterner sway." 

Dacre, 
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Sxuely the simple and direct statements of the ori- 
ginal are more vigoxona than this translation. 
*' Place me where the sun kills the flowers and the 
grass, or where the ice and snow overcome huqa.'' 
Why talk about "numb Winter/' or holding 
''sterner sway"? Perhaps it may be said that this 
is poetry, and that mine is prose. But the prose is 
easily put into verse. In a translation nu«ked 
" Atum. 1777/' the two lines are thus rendered — 

^ Place me where Phoebus bums each herb, each flower^ 
Or where cold snows and frost o'ercome his rayB." 

This is better than the former; but why **eold 
snows and frost"? The couplet is, however, suffi- 
ciently good to be ^made better, and the following is, 
I think, better: — 

Place me where Sol bums up the grass and flower, 
Or where the ice and snow o'ercome his rays. 

Take another line fix)m the same sonnet — 

Ponmi alia notUy al di lungo, ed ai breve 

^ Place me where blind night rules or lengthened day." 

Daore, 
The Italian is 

Place me in night, in long or in short days. 

Or, again> 

Fomrik in delo^ od in terra^ ad in dbisso. 

^' Place me in heayeu, or in the abyss profound" 

Daere. 
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An abyss is naturally profound — ^then why say so ? 
and why omit " on earth "? Why hot say — 
Place me in heayen, on earth, or in the albyss 1 

Sonnet CCXLI. 

Bd im riposo trovo in mdUi affatmi; 
Che, guando tomi, H conasco e *niendo 
AW a/ndafy alia voce, al voUo, a* panni. 

** No bahn relieves the angoish I endure, 
Save the fond feeble hope that thou art near 
To soothe my sufferings with an angel's tear." 

Bav/RsrmofrL 

A paraphrase like this, in which the translator's 
ideas take the place of the authoi^s, resembles those 
intricate variations on some populcor air, in which 
the original melody is altogether lost. The melody 
itself may be sweet and touching, and even bring 
tears to the eyes ; but the variations never do so ; 
and when a translator makes his author say what 
the translator thinks he ought to have said, tfxit did 
not, not only is the sense of the original lost, but 
there is this danger, that the style of the variations 
may be quite opposed to the style of the author. 
The above passage, literally rendered, is as follows : 

** One only comforfc I find in many troubles — that when 
thou retumest [to Yaucluse] I seem to recognise and un- 
derstand thee by thy walk, thy voice, thy face, and thy 
dress." 

Sonnet CXTJII. Second Quatrain. 

E vo canUmdo {o penser miei non saggi /) 
lA ch *l eid nm porta l<mkma forme : 
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OC iV ho negli oechi, e veder uco parme 
Donne^ e domsette; e sono abdi^ efaggi. 

The poet is traveUing ihiongh the f oiest of Ardennes 
on his way firom Cologne to Yauduse^ ''and goes 
singing (0 thoughts! not wise) of her whom heaven 
cannot keep far &om my mind ; so that I not only 
have her image in my eyes^ but see with her a 
number of dames and damsels; and yet they are 
only beeches and pines.** In a translation, dated 
Anon. 1777, this quatrain is thus rendered — 

** Often I sing, all thoughtless as I stray." 

[He was anything but thoughtless : and he was not 
straying; for in one of his letters he relates that 
while pushing on through the gloomy and, at that 
time, dangerous forest, the Twenty-third Psalm came 
into his mind so forcibly that he repeated aloud the 
verse, " Tea, though I walk through the valley of the 
shadow of death, I will fear no evil,^~-for thou art 
with me ; thy rod and thy staff they comfort me." 
He then went on to think how that Laura also was 
always present to him, and he composed this sonnet, 
Per mezsf i boschi inaapUi e advaggi, a translation of 
which is given in Part II. But to return to our 
criticism.] 

'^ Of her I sing, all thoughtless as I stray, 
Whose sweet idea strong as heaven's shall prove ; 
And oft methinks these pines and beeches move 
like nymphs — 'mid which fond fancy sees her play." 
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This really seems to me to be nothing more nor less 
than a distortion of the origioaL Kor is Macgregor^s 
veision an improvement on the above : — 

^ Singing fond thoughts in simple lays to her, 
Whom time and space so little hide from me ; 
E'en here her form, nor hers alone, I see 
Bat maids and matrons in each beech and fir/' 

The anonymous translator seems also to have missed 

the idea of the concluding tercet of this sonnet 

Baro un silemio, tm solUario orrore 

Uomhrosa sdva mat tamio mi pMque ; 
Se non die dd mio Sol trappo si perde, 

" The unusual silence and solitary horror of this 
dark wood " [how graphic are these few words in 
the original !] " ever pleased me ; only too much of 
my sun is lost in it" That is, as the dark wood 
excludes the light of the sun, so it also excludes tiie 
light of Laura's eyes. The conceit is forced and 
unnatural ; but it is not well expressed in the fol- 
lowing translation :— 

^ How grateful might this darksome wood appear 
Where horror reigns, where scarce a sound is heard, 
But ah I 'tis far from all my heart holds dear." 

Sonnet CLXXVIIL 

SotH biondi capei canuta merUe, 
E*n vmU donna alia bdiit dwina: 

^ Experienced judgment with fair hair combined. 
High heavenly beauty in a humble fair." 

Macgregor. 
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This leads veiy much like a parody. It must be 
admitted^ however^ that the oiigiiial is so marked 
by sweetness and simplicity that it is difficult to 
lender it in English without being puerile— 

ITeath auburn tresses a most candid mind 
Beauty divine in humble modest guise. 

In the same sonnet the verse 

CK ogni diur rompe, ed ogni aUeeza inMnOf 

is thus translated — 

^ The hard to break, the high aQd haughty tear," 

that is, Laura's vivacious wit overcomes both the 
hard-hearted and the proud, — 'but it does not tear 
them. 

E torre V aimd d eorpi, e dark dUrui 

Laura's eyes have such power that they can sever 
the soul from one body and give it to another. But 
the translator says that her eyes 

''take 
Souls from our bodies and their own to make." 

Laura's talk is said to be sweetly interrupted by her 

sighs 

Con % sospir soavemenie roUi, 

but the translator has — 

** Evermore broken by the balmiest sighs." 
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Petrarch is veiy choice in the use of adjectives^ 
and^ where it is possible^ avoids them altogether. 
He takes it for granted that all Laura's attributes 
are fair^ lovely, beautiful, etc. ; and does not trouble 
himself to say so; but his deUcate sense of the 
beautiful often leads him to throw the adjective 
into the adverbial fbrm, which, in conjunction with 
verbs and participles, has a charming effect, as in 
the case before us. Now, unless the translator pays 
some attention to the principles which guided the 
poet in his versification, it is impossible to give any 
idea of the delicate beauty of the original That 
the English language is capable of sweetness is 
abundantly proved by our own poets. Spenser, 
when he imitates Tasso, and also when he writes on 
his own account, can command sweet and tender 
language as the occasion requires. But our trans- 
lators of Petrarch seem to go out of their way to 
avoid sweetness of expression, when the original 
seems to compel it It cannot be unreasonable to 
expect that the same mode of treatment adopted by 
Petrarch ought to be the standard for the translator 
so far as the different structures of the two lan- 
guages allow. 

In the exquisitely simple tercet already referred 
to (36)— 

N(m M eani Amor sana, e come <mcid^ 
Chi nan sa come dolce Ma sosphrOj 
E come dolce pwrla^ e dolce ride. 
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He knows not how Loye heals, or how Loye slays, 
Who knows not how she sweetly, sweetly sighs. 
And how she sweetly speaks and sweetly smiles. 

In Dr. Notf 8 translation, the adverbs are converted 
into adjectives, which is opposed to Petrarch's man- 
ner — 

^ How Love can heal his wounds, then wound again. 
He only knows, who knows how sweet her sighs. 
How sweet her converse, and how sweet her smile.'* 

Even the poet Campbell fails, I think, to reproduce 
the simple beauty of the original — 

'^He knows not Love who has not seen her eyes, 
Turn when she sweetly speaks, or smiles or sighs, 
Or how the power of love can hurt or heal." 

In the tercet preceding this, Petrarch has the same 
beautiful simplicity of handling — 

F&r divina heUezza indamo mira, 

Ghi gli occhi di costei giammai non vide, 
Came soavemenk eUa gli giro, 

" He looks in vain for divine beauty who never sees 
the eyes of this one : how sweetly she turns them." 
Now see how this is amplified, and, as I think, 
spoUed, in another translation :— 

^ For heavenly beauty he in vain inquires. 
Who ne^er beheld her eyes' celestial stain, 
Where'er she turns around their brilliant fires." 

Thia is not to translate PetrarcL He uses the quiet 
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expression ** her eyes/' not " her eyes' celestial stain/' 
whatever that may' mean, by the side of '' brilliant 
fires," about which Petrarch says nothing. 

If , as I complain, the translations hitherto pub- 
lished fail to give an adequate idea of Petrarch's 
sweetness and simplicity, they do not seem to me 
to succeed in properly rendering his strength and 
power. In that wonderful sonnet (CV.) in which 
he denounces the corrupt papal court of Avignon, 
the last line is 

f 

Or vivi sty ch *a Dio ne venga U lezzo. 
Thy life is such — ^its stench ascends to Gk>d 

This is strong language; the poet meant it to be such. 
But Dr. Nott tames it down into 

''Now rank to heaven ascends thy life unclean." 

And this is not only tame but inaccurate, for how 
can an unclean life ascend to heaven? Wyatfs 
translation is much more vigorous, and therefore to 
the purpose — 

'' That it dothe stinke before the face of God." 

Sonnet Vn. 
Povera e nuda vai^ FUosqfia. 

In the translation of this sonnet, dated Anon. 1777> 
this simple verse is thus rendered — 

''Let want^ let shame, philosophy attend." 
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Whereas the poet simply states a fact — 

"Philosophy! thou goest poor and naked" 

This is like Juvenal's Proiitaa laucUUw et alget — a 
simple statement that honesty is praised and ne- 
glected; but no one would think of saying "Let 
honesty be praised and starved" 

Sonnet CCCVII. 

6 tarUa luce 
Dent 'al mio care infin dcU Gid kiduce, 
CK f '^ncamincio a coniar U tempo, e i danni 

" So rare a light and true 
Shines e'en from heaven my secret conscience through. 
Of lost time and loved sin the glass it rears." 

Macffregor. 
The original is — . 

And so much heaven-bom light illumines my heart, 
that I begin to take account of time and its losses. 

I am not aware that any apology is needed on 
my part for finding so much fault with the labours 
of my predecessors ; but the more closely I examine 
them, the more often do they seem to have been 
wilfully deaf to the ijaagic of Petrarch's lute, or how 
could they have preferred their own dissonance? 
And yet many of these translations are distin- 
guished by well-known names. Charlotte Smith; 
for instance, attained to some poetical celebrity in 
lier time ; nevertheless, she has so handled a few of 
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Petrarch's sonnets as to make them no longer re- 
cognisable. For example, in the 238th sonnet, the 
spirit of Laura appears to the poet and bids him not 
to weep for her, for when she ceased to be mortal 
she became immortal :^ 

And when death seemed to dose my eyes in night, 
I opened them in the eternal light. 

Instead of this remarkable expression of thongiht, 
we find the following piece of sentimentality : — 

'^ Ah ! yield not thus to ctilpable despair. 
But raise thy eyes to heaven, and think I wait thee 
there I" 

This sonnet opens with so much freshness and 
beauty, that we may iB!Qssj ourselves with the poet 
in Yaucluse. 

What time birds pipe their plaint, and every tree 
Its green arms rostles in the summer air ; 
And on the fresh and flowery banksi, to me, 
Gomes the hoarse murmur of the waters dear. 

Pensive I write of Love while seated here. 

This is as literal as I can make it, and it seems just 
as easy to follow the author as to write in such a 
strain as this : — 

'^ Where the green leaves exclude the summer beam, 
And softly bend as bahny breezes blow. 
And where, with liquid lapse, the ludd stream. 
Across the fretted rock is heard to flow, 
Pensive I lay." 
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Who would suppose that these fragments refer to 
corresponding passages of the same sonnet ? 

If the author had given these lines in a poem of 
her own^ it would^ of course^ be impertinent to object 
to them ; but as in my copy of her poems (Tenth 
edition, 1811) Sonnet XV, is headed "From Pe- 
trarch/' I am bound to treat it as a translation; 
especially as she gives the first line of the sonnet 
in a note, Se lamentar augeUi, etc., and is careful to 
distinguish another sonnet from the Italian as not 
being ''meant as a translation." 

The first tercet of the 283d sonnet contains such 
good poetry that I should despair of giving the 
reader any idea of it, except by earnestly endea- 
vouring to be as close to the original as possible ; 
and even then, I fail to give the touching accents 
of the poet I also add the second tercet for the 
saike of the comparison I am about to maka 

beauteous lady ! thou hast slept brief sleep, 
And waking, found thyself 'mong spirits blest, 
Thy soul with the soul's Maker recombined : 

And if my rhymes have any power to keep 
A place among the noblest minds and best^ 
Thy mem'ry is to immortal fame consigned 

In a translation of this sonnet by Mr. Morehead, 
these tercets are thus rendered : — 

« He," that is Love, 

*^ He tells me, lady, that one moment's sleep 
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Alone was thine, and then thou didst awake 
Among the elect, and in t^ij Maker^s anns : 
And if mj yerse Oblivion's power can keep 
Aloof, thj name its place on earfch will take 
Where genius still will dote upon thj charms." 

The touching words of Laura in the 261st sonnet — 

Lo I I am she who caused thee strife and pain. 
And closed mj day before the eye was near : 

are made to assume this awkward style by Wrang- 
ham — 

^ I, I am she, thy breast with slights who tore, 
And ere its evening closed my day's brief space." 

40. I could add to these examples to almost any 
extent, but must now end my ungracious task, in 
the fall assurance that the motive that suggested it 
will not be misunderstood. There is, however, one 
more source of error which has led some translators 
astray, and that is the adoption of the language of 
gallantly, such as ''my fair one's radiant eyes," 
''the cruel she," "none but herself can be her 
parallel," "she too of loveliest face, for whom I 
bum ;" and many other similar passages to be found 
in the English versions of Petrarch's sonnets. To 
write thus is to misunderstand the deep feeling of 
reverence and even adoration with which the poet 
regards Laura. He expresses all the doubts and 
fears, the hopes and desires of an ardent lover ; but 
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he never acts the fine gentleman or the gallant to- 
wards her ; he expresses his torments^ but is never 
trivial or condescending or patronising ; he worships 
a being who is too beautiful in his estimation for 
this earth, and who is endowed with the graces of 
heaven. The following specimen may serve to some 
extent to illustrate these remarks. 



SoiJNET CLXXXrV. ) Onde tohe Amor toro, e 
Type I. C di qual vma. 

Saj ! from what mine did Love the gold supply 
To make those auburn tresses % from what tree 
Culled he the roses 1 Whence, too, gathered he 
Fresh, tender rime ? and these all vivify % 

And whence the pearls, that guide and modify 
Words, flowing sweet and rare, in purity % 
Whence can so many heavenly beauties be 
Of that dear face, serener than the sky ? 

What angels letit their aid, or what high sphere, 
To that celestial song, that moves me so 
That I no more command a tranquil mind ? 

What sun produced the lustre, pure and clear, 

Of those bright eyes, whence strife and peace I know. 
Fire in my heart and icy fetters find? 

Although the foregoing be but a faint reflection 
of the beauty of the original, it wiU show the reader 
how the poet addressed Laura during her life. 
Many other examples are given in these pages, 
from which it appears that his admiration is always 
tempered with deep reverence ; a feeling that must 
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exclude the petU-maitre, no less than the modem 
pastoral polat, whose yerses are so insipid, because 
the inspiration is not real The same intense ado- 
ration, also, ahnost entirely excluded the heathen 
gods and goddesses from Petrarch's poems, to the no 
small relief of the reader; and it will readily be 
understood that, in the poef s estimation, Laura far 
excelled Venus and the Graces both in person and 
mind ; so that there was no place for them in his 
poems. Moreover, as already remarked (33), Pe- 
trarch had his own peculiar views as to the scope 
and object of classical poetiy, — ^he judged that it 
ought to st^d by itself; and that modem poetry, 
to be worthy of the name, ought aUo to have its 
own distinctiye features, wHch, while separating it 
from the classics, ought at the same time to be 
capable of commanding the respect and admiration 
of cultivated modem tasta Dante and Boccaccio 
held similar views, and, assisted by our own Chaucer 
(who loved Petrarch, and translated one of his son- 
nets) (32), the foundations of modem literature were 
laid on a firm basis. 

If Laura^ in the full flush of health and loveliness, 
inspired such beautifal poetry, her illness leads to 
outpourings equally beautiful, as in the following 
sonnet, which Petrarch composed after calling to 
take leave of her on his way to Italy. 
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SoNKET CCXI. ) Qwd pawra ho, guando mi 
Type I. \ toma a mmte. 



What anguish mine that day remembering well, 
On which I bade adieu to her most dear ; 
She pensive, grave : my heart I left with her ; 
I often loye to think of that farewell ! 

Methinks I see her, as it then befell, 

Stand meekly drded round by women fair. 
Like to a rose, 'midst other flowers less rare : 
Nor gay nor sad ; as dreading unfelt ill. 

Her wonted ornaments all laid aside, 

The pearls, the garlands, and the dress so gay. 
The smile, the song, the sympathising speech ; 

I qtdtted life in quitting her loved side. 
Assailed by dark forebodings, dreams, dismay : 
God grant these ills the loved one never reach I 

After Laura's death, the poef a feelings became 
still more impassioned and intensified, so that it is 
impossible to mistake their meaning. He is grate- 
ful to her for her seeming coolness which preserved 
both him and her pure. She is now in heaven in- 
terceding for him, watching over him, sympathising 
with him, consoling him in his dreams, conversing 
with biTn with aU the tenderness of a mother to her 
child, or devoted wife to her husband. No saint 
was ever adored with such fervoiir ; or addressed in 
such beautiful impassioned lai^guage. Here are two 
specimens : — 
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. Sonnet CCUV. 
Second Variation of 
the Quatrains. Ter- 
cets as in Type L 



Soleano i mid pmsier 
soavemmte. 



My thoughts were wont in many a sweet-toned lay, 
To hold discourse on her for whom those tears : 
Now Pity comes, repenting her delay, 
Perchance she speaks of me, or hopes, or fears. 

But since she closed on earth those fleeting years. 
Since the last hour of that her final day ; 
She from her heavenly seat feels, sees, and hears. 
My state — ^this only solace can convey. 

gentle miracle 1 spirit blest ! 

beauty unexampled, high and rare 1 

Too soon to seek the source from whence it came ! 

The world to make her good deeds manifest ; 

Gives crown and palm : — ^fame, too, in accents clear, 
Lauds her excelling virtues, and my flame. 



Sonnet CCCVIII. ") Ifbn pud far morte U dolce 
Type I. C visa amaro. 

Death could not mar the sweetness of that face, 
But that sweet face made Death e'en sweet appear; 
So that, in dying, I have nought to fear. 
But follow her in whom all good I trace : 

And Him who, for our sakes, sought Death's embrace. 
Whose foot burst the Tartarean portal drear; 
So that His dying comes my soul to cheer ; 
Then welcome Death 1 thy advent brings me peace. 
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Mj time is come : oh why so long delay 1 
For if thy dart is not prepared, then know, 
I was prepared when she gave up her breath. 

From then till now, I have not liyed a day : 
With her I lived ; with her I felt thy blow, 
My day becomes (her jonmey ended) deatL 

41. Having in the course of these remarks given 
a nnmber of examples of Petrarch's love sonnets, at 
least so far as my translations serve to convey them, 
I may dose this part of my subject with a specimen 
of the poef s indignant style. He was intimately 
acquainted with the manners of the Papal Court at 
Avignon, and writes this and a few other sonnets 
in the same fearless tone. 

Sonnet CY. 1 Fiawma dd del sidle tue trecce 
Type IT. C piova. 

Heaven's flame, thou sinner ! on thy tresses rain, 
Who, scorning bread and water, once thy fare, 
Grow'st rich and great by making others bare, 
Since from each evil act thou gettest gain. 

Thou nest of treasons ! hatching every sin. 

That now spreads o'er the world its baneful snare ; 
Wine, lust, excess, thee for their slave declare ; 
To luxury's topmost point thou dost attain. 

Old men and damsels through thy chambers glide, 
In wanton glee, each sin obscene the mode. 
And vanity, Beelzebub the guide. 

Thou wast not reared in sloth ; for thou hast trod, 
Bsfretoot, rough 'ways ; naked, the wind defied : 
Thy life is such — ^its stench ascends to Grod. 
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42. In conclusion, I would lemark that if Pet- 
laich has made but little impression on the English 
leader, it is, according to my viiaw, because he has 
not been properly translated In attempting to 
justify this opinion by an examination of published 
translations, I have selected examples from the best 
sonnets as being calculated to try the powers of the 
translator most severely; and if they have in so 
many instances failed to give a proper account of 
their author, then there seems to be room for fresh 
efforts. If poetry be ** impassioned truth," we have 
it in Petrarch. If' poetry consist of '* man's thoughts 
tinged by his feelings," we have poetry in these 
sonnets ; and it is not too much to require of the 
translator that he be able to bring to his work some- 
thing of the same power that inspired his author. 
It is not enough that a man be well read in litera- 
ture, clever and accomplished; he must be some- 
thing of a poet, or he will fail to detect the subtle 
delicacy and beauty of such a genius as Petrarch. 
I say this with a fall conviction that my own work 
is far from being perfect, and I am free to admit 
that it is more easy to rouse one's energies to an 
analysis of the defects of others, than to set about 
correcting one's own. 

43. At the same time, I am satisfied that the 
business of the translator is not an elegant employ- 
ment for ladies and gentlemen ''who write with 
ease," and fancy tliey have done their work when 
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they have loosely and inaccTuately reproduced 
something of their author, in smooth verses, idth a 
certain arrangemeiit of rhymes. Translation worthy 
of the name implies, as all good work does, hard 
work, assisted by a proper amount of knowledge of 
the subject in hsmd. And this hard work cannot 
be accomplished at one sitting. The conscientious 
translator of Petrarch will be glad to take a lesson 
from his master, and we have already gained some 
idea of his mode of working (19). He was in the 
habit of sketching out a sonnet, as the thought 
occurred to him, there and then; not pausing to 
place the right word in the right place, but caring 
only to lay down the framework of the structure ; 
to secure the thought while still on the wing and 
within range ; submitting himself to the inspiration 
of the time and the place ; and by his first rough 
sketch securing the truth and freshness that marks 
all work that derives its inspiration from nature. 
He then laid the sketch aside, and at his leisure 
took it up and studied it, putting in here a new 
word and there another, or writing over one word 
two or three others for future choice. We know 
from Ubaldini's publication of Petrarch's MS. cor- 
rections (19) that he did this repeatedly and often 
at long intervals of time, and it was not until after 
constant repetitions of this Idbor limes that he dis* 
missed the sonnet as a finished production. Not 
that he even now regarded it as perfect; for he has 
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told us that had he known that his Italian poems 
would have become so popular^ he would have be- 
stowed still more pains upon them (28). Here^ 
then, we see how a great mind works— the inspira- 
tion of the time and place is due to nature, the 
elaboration, the workmanlike result, is due to art ; 
and all this may serve as a useful lesson to every 
one engaged in any intellectual pursuit 

44. The business of the translator is an intel- 
lectual pursuit He must supersaturate himself 
with his author ; study him night and day. Hot only 
in the works that are the object of translation, but 
in his life and habits, in his letters and corre- 
spondence, so as to obtain light &om the author 
himself as to his purpose and meaning in a parti- 
cular composition. And if all this is necessary in 
the case of most authors that we propose to trans- 
late, it is especially so in the case of Petrarch ; for 
he carried on a brisk correspondence, and inserted 
in his letters a multitude of personal details which 
throw light upon his works. Had some of the 
translators that I have ventured to criticise done 
this, they coidd not have fallen into certain of the 
errors that have been pointed out (39). They could 
not, for example, have said that the poet was sing- 
ing " all thoughtless as I stray," when the sonnet 
itself says no such thing; and one of the poet's 
letters tells us that he was in a most earnest frame 
of mind when he composed it They could not 
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write ''straying/' had they known that he was 
pushing on through a dangerous forest in war time. 

45. When Petrarch in his youth inquired of a 
learned Mend what was the best kind of knowledge 
to acquire in order to become a poet, the answer 
was " Learn everything I" So we may say to the 
translator, '' Learn all you can about your author, 
and the subject on which he writes." 

46. But the point before us is how to translate 
one of Petrarch's sonnets. There are times when 
the spirit of the poet seems to be hovering over the 
translator, superintending the transmutation of his 
own work. Then it is that the lines seem to traus- 
late themselves, and the translation reflects much 
of the gr$u^ and freedom of the original But such 
occasions are rare ; and, in general, the translator, 
like an ordinary mortal, has to confine his powers 
within the limits of mechanical rules. Taking one 
of Petrarch's sonnets, for example, the translator 
must — First, understand it in the original Italian, 
aifd this, as we have seen, is not always easy with- 
out collateral aid, however simple the language may 
appear. Secondly, He must translate the sonnet in 
the rough, making it ad smooth as possible at one 
sitting, and then put it aside. Thirdly, When so 
disposed he is to look at the translation, compare it 
with the original, and endeavour to improve it 
This process is to be repeated many times. I know 
that I have often dismissed with complacency the 
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lendermg of a sonnet, and thought myself a cLever 
fellow for doing it so well ; but on taking it up a 
week afterwards, or reading it over with a Mend 
well versed in Petrarchan lore, all my self-conceit 
vanished, and it became evident that the file had to 
be used again and again with patient industry. 

Any one who can command sufficient self-denial 
to undertake such labour, soon becomes aware of 
several advantages resulting from it. He improves 
his style in composition, cultivates his critical 
faculty, and elevates his poetical tastes and sym- 
pathy ; he also learns how to work out a thought 
with logical brevity and accuracy. With a view to 
these advantages, I would recommend the sonnet 
not only to the young translator, but also to those 
who write what is called "original poetry." The 
wholesome Umits imposed by this small poem tend 
to check dififuseness whether in thought or expres- 
sion ; and also to encourage the idea that the son- 
net, like a small cabinet picture which the eye can 
take in at a glance, ought to be highly finished. 

47. Taking it for granted that the object of aU 
this care is to make a faithful translation, the trans- 
lator will not obtrude himself, but rather sink him- 
self in his author. And in addition to the colla- 
teral aid just referred to, he will seek assistance 
firom commentators, who, in the case of Petrarch, 
are numerous. There are between three and four 

» 

hundred editions of Petrarch's Italian poems, a large 
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number of which are annotated. However it may 
be the fashion to despise commentators, it may be 
conceded, at least in the case before ns, that they 
know more of their author than we do; that as 
Italians of culture, they could explain the poefs 
meaning much m,ore folly and correctly than we can 
pretend to do ; and hence are fully entitled to our 
respect and regard. Now I venture to affirm that 
not one of the numerous translations given in Bohn's 
collection derived any assistance from the Italian 
commentators, or many of the errors pointed out 
would not have been perpetrated. Passing over 
obvious errors arising firom deficient knowledge of 
the Italian, or loose paraphrases which came into 
fashion with Pope's so-called translation of Homer, 
let U9 take an example in which most English 
scholars, with a competent knowledge of Italian, 
would be likely to fall into error without the 
assistance of a native comment. In the 241st 
sonnet, the poet expresses his gratitude to the 
spirit of Laura for visiting him and consoling him ; 
and her image is so distinctly brought out before 
him, while wandering about the Yaucluse valley, 
that he says — 

Cosi incomincio a riirovar jpresenti 
Le tue belkzze d md usati soggiomi 

Now almost every Italian scholar would translate 
these two lines thus : — 
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'^So that I begin to find again before me thy charms 
in their accustomed sojourn.'* 

And, in two published transbtions this rendering is 
adopted. The firsts by Wrangham, runs thus : — 

'' Thus do I seem again to trace below 
Thy beauties hovering o*er their loved sojourn.'* 

The second is by Anne Bannerman — 

^ Methiuks I meet thee in each former scene, 
Once the sweet shelter of a heart serene.** 

Now the commentator Tassoni has a special note 
on this passage. He says that by vaoU soggiomi 
*' the poet means the appropriate localities of femcde 
beauties, such as the colour of the hair, the lustre of 
the eyes, the redness of the lips/' etc. Zotti also 
makes a similar comment He says that a* suoi 
usaH soggiomi implies ''in the same places where 
the poet was accustomed to see them, namely, on 
the cheeks the roses, in the teeth the whiteness, in 
the eyes the vivacity, etc." 

But should the translators object to this view on 
the ground that the very next line to this passage 
defines a topographical locality — 

La 'm cantando andai de te moU 'onni 

^ere where I was wont during many years to sing of 
thee.) 
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— ^the answer is, that so far from this being an 
argument in their favour, it is directly opposed to 
them. So excellent a master of the sonnet as Pet- 
rarch wonld be likely in the first line of the first 
tercet, which this is, to break new ground, and not 
simply continue the same idea from the second 
quatrain, and that this was also Zotti's opinion is 
proved by the fact that he has a note on the line 
La *ve, etc., " that is, in Vaucluse.'* 

Another curious example may be given. On his 
fijpst journey to Eome the poet landed in Tuscany, 
and one of the first objects that met his view was a 
laureL This recalled Laura so forcibly to his mind 
that he rushed to gather it, not seeiog in his way a 
stream covered with verdure, into which he fell. 
This accident led to the production of the 51st 
sonnet, Dd Tnar Tirreno, etc., in which the above 
facts are related, and the moral is thus given in the 
second tercet : — 

PiaMmi aimen Saver cangiaio stUe 

Dagli oceki a' jffii; se dd lor esser motti 
Gli altri ascmgasse tmpiU cartese Aprile. 

*' At least I am pleased to have changed my style 
from eyes to feet " — that is, his style had hitherto 
produced wet eyes — it now produces wet feet. 
" And it would please me well, if by reason of being 
wet in the feet, a more gracious April would dry 
my eyes \£li altri]'* From which we learn that the 
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accident took place in Aprils the month of tears or 
showers; and as the April sun dried his feet^ so 
might a more propitious April (Laura) dry his eyes. 
These three lines being thus so full of meaning, 
a translator must necessarily fail imless he makes 
himself acquainted with all the conditions under 
which they were written. In a translation of this 
sonnet by Macgregor, the tercet is thus rendered : — 

" lis well at least, breaking bad customs old, 

To change from eyes to feet — ^from these so wet 
By those if milder April should be met." 

• 

This is unintelligible ; as indeed the original must 
have been to the translator, and also to the Abb^ 
de Sade, who inserts this sonnet and his own ver- 
sion, and naively adds — ^"^ Je n'ai pas traduit les 
trois demiers vers de ce sonnet, parce que je n'y ai 
rien compris." 

48. Many other similar cases might be adduced, 
in which the earnest student is indebted to the 
labours of the commentators ; but I must now cour 
elude with the remark, that should this attempt to 
place Petrarch on a higher level than he has yet 
attained through the medium of translations be at 
all encouraged, I have in view a second Work, to 
which this may serve as an introduction. Whe- 
ther this Work succeed or fail, it will still supply me 
with pleasant memories of long winter evenings 
devoted to its composition. But I suppose a time 
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comes to most men, as it certainly has come to me, 
when they look with almost equal iodifTerence both 
on f ailnies and on successes. She who knew how 
to mitigate fiedluies, and added pleasure to successes, 
reposes beneath the brow of Highgate Hill. The 
Mends who cheered my fireside, accompanied me in 
my walks, or wrote pleasant letters, and discussed 
with me the various objects of our common pursuits 
and avocations, are nearly all gone. In losing them 
I have lost much of the stimulus to exertion that 
formerly gave elasticity to my work, and I am con- 
tent to withdraw from the- intellectual contest I 
can, however, still enjoy a quiet kind of happiness 
in my books, while waiting for the time, now not 
far distant, when I too shall disappear. I feel like 
one who has gone a long way on a long journey, 
but homeward; with the knowledge that at my 
journey's end, she who has preceded me will be 
waiting for me with sweet smiles and loving wel- 
come. 



PART TEE SECOND. 



ILLUSTRATIONS FEOM PETRAECH 



or 



THE THEEE TYPES AOT) THE VARIATIONS. 



In the early editioiie of Petmreh tiie soimetB aie not nmnberedy 
but are separated from each other by a blank apace^ as in the original 
codex in the Yatican libnury. In the first nnmbered editions the 
same order is followed as in the earlier editions. After this^ dif- 
ferent Editors followed different systems, some giving a separate 
nnmbering to the sonnets in Ln MorU, to distingnish them from 
those in La Vita; others nmning the numbers throng both parts, 
but indnding in a third part the sonnets that do not refer to 
Laura, and in a fourth the sonnets of doubtful aathentidty. I 
hare followed the numbering as given in the early editions^ bat in 
aU cases quote the first line, or a portion thereof so that the reader 
will find no difficulty in turning to any sonnet in the original if he 
consult the index of first lines, which usually accompanies every 
edition. 
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Type I. 

1 2 2 1, 1 2 2 1, 
3 4 5, 3 4 6. 

Sonnet I. — Foi, chl ascoUak in rime siparse il suono. 

AU ye who list in many a scattered rhyme, 
The sound of sighs with which my heart I fed, 
When my first youthfdl error me misled, 
Though now Tm somewhat changed by touch of 
time : 

Long practising the Muse's varied chime, 

Now by vain hopes, now by vain sorrows led, 

If ever Love his iufluence on ye shed, 

A pardoning tear perchance your eyes may dim. 

But now, fall well I see how that my name, 
Has been too long a public jest, and I 
Have oft to bear of self-reproach the pain; 

The firuit of all my folly is the shame 

Repentance brings ; while I more clearly see 
That the world's joys are dreams, both brief and 
vain. 

TEUssoni has expended several pages of adverse criticism on 
this sonnet, most of it of the minute kind. For example, in 
the line that closes the first tercet-^ 

Di me medeamo meeo mi wrgogno — 
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lie objects to the vm me vm mi; while the yeiy fall line 
which doses the fiist quartet — 

Qwrnd^ era in parte aW uom da qwlj cJC i ^eonOy 
(When I was partly a different man from, what I am)— 

he says is rather prose than poetry. Mnratori, on the con- 
trary^ regards this as a fine line (0 ye commentators i), and 
remarks that a poet cannot be always on the stilts, but mnst 
sometimes say what he has to say in language that might 
otherwise be prose. He commends this sonnet, although it 
does not contain any rare virtue, and thinks the poet need 
not be ashamed at haying placed it in the vanguard of his 
poems. He points out Uie two lines that close the second 
quatrain as being happy^ and even exquisite, but objects to 
the mode in which l^e tercets are connected with the quat- 
rains ; the word J&fa, " but," not being well chosen. More- 
over, the conclusion is not distinguished by much poetic fire. 
Commentators disagree as to tiiie sense in which the word 
iparecy '' scattered/' in the first line, is to be taken. Some are 
of opinion that it refers to the poems being scattered all over 
Italy ; others to the fact that they are not continuous, like 
Dante's great poem, but are made up of small separate 
scattered poems. 

Sonnet XLVIII. \ Padre del (My dopo % perd^di 
Type I. J giomi. 

Father of Heaven I forgive my misspent days. 
My nights, aU passed in many a vain desire, 
Which wastes my heart in love's unholy fire, 
Thinking of charms, which, for my ill^ I praise : 

Youchsafe to guide me into holier ways, 
To higher thoughts, that higher life inspire. 
So that my cruel enemy retire 
In rage, finding in vain, the snares he lays. 

Saviour mine ! 'tis now th* eleventh year 
That I to this unholy yoke am tied 
(Who yield the most, feel most the weight and loss); 
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My grie^ howe'er nnwortihy it appear, 
pity 1 deign my erring thought to guide 
To this ; — ^that Thou to-day wert on the cross. 

This sonnet was written on a Qood Friday, in remembrance 
of the Passion Week of 1 327, in which Petrarch first saw Laura 
at the first hour of the 6th ApriL Muratori says that it is not 
a y eiy high specimen of the poetic art, but that there is a grave, 
earnest tone about it that must commend itself to the reader. 
I may remark that the great simplicity and directness of the 
language render it difficult to do justice to this sonnet in an 
English translation. The specimens given in Bohn seem to 
me to be wanting in simplicity and directness, and they con- 
tain some positive errors. For example, the poet says in the 
first tercet that he has been eleven years under the yoke — 

Oht 8opra % pi^ toggeUi d pHi feroee 
Who yield the most, on them it hardest bears — 

that is, those who most readily submit themselves to the 
yoke, on them it bears most cruelly. But the translator in 
Bohn has 

*' Relentless most to fealty most tried," 

which ia not the idea. 

The firit line of the second tercet 

Miserere dd mio turn degno of anno. 
Pity my grief although it is unworthy. 

This is rendered 

" Pity my undeserved and lingering pains,** 

which again misses the sense. The few simple words of the 
original 

Com^ oggifoBti in eroee; 

How this day Thou wast on the cross ; 

are thus amplified, and yet not translated — 

*' How on this day his cross, Thy Son, our Saviour bore.** 
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Sonnet LXXI. ) PiangeUy danne, e can wipianga 
Type L J Amore. 

Weep, ladies, weep 1 let Love jour sorrow share 1 
And weep, ye lovers too, of every dime I 
Since he is dead whose well-instnicted rhyme 
Dne reverence paid to*yon,t while he lived here. 

I pray that if I also add a tear, 

Oulr griefs commingled, may not harshly chime ; 

l^Tor that my sighs be out of tone or time, 

Since to my anguished heart they bring some cheer. 

Let many a rhyme and stanza tell onr grief, 
For Gino, Master of the amorous strain, 
So lately taken from us, but too soon : 

Pistoia's sons perverse ! mourn ye in chief. 
That your sweet neighbour ye ne'er see again. 
While there is joy in heaven where he is gone. 

Gino, or Goittoncino, was bom in Pistoia in 1270, of the 
noble family of Sinibuldi, He was brought up to the study 
of the law, and in 1307 held the office of judge in his native 
city. He also lectnied on jurisprudence, and there is a tra- 
dition that Petrarch was one of his pupils ; but profited less 
from his lectures than from his hints in the art of making 
veises, and his instructive criticisms on his young pupH's 
rhymes. He is said to have introduced many reforms into 
the administration of the law, and by his verses and cultiva- 
tion of literature to have had a powerful influence in pro- 
moting good taste. He was a personal friend of Dante, and 
exchanged verses with him. The lady of his love was named 
8dvaffgiay wjiich accounts for his frequent use of the acyective 
ielvoffgio. He died in 1336-7. A good edition of his works, 
by Giampi, was published at Pisa in 1813, Vita e Foetie di 
Measer Cino da Ftstoia, 

Petrarch's sonnet ''In Memoriam** flows placidly along, the 
thoughts, style, and versification being natural and limpid. 
The reference to the *' perverse Pistoians,'' is an allusion to 
the banishment or voluntary expatriation of Gino during the 
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contests of the dvil Deustioiis. In one of lus Oanzoni lie ad- 
dresses Dante as a brother exile. The following is a translap 
tion of one of Oino's sonnets : — 

OiNO DA PiBTOIA. 
SONNBT Vn. 



btYIL ) 
J, 1212,V 
1,34 5. ) 



.iSto nrfjmww (feSa ma Downa 
3 4 5, 



Loye in my Lady's charms has fixed his seat, 
like a star in heaven, or in the sun his rays. 
And on whose heart those eyes bright flashes beat, 
Grows spiritleas ; and captive her obeys. 

His dasBzIed eyes dare not such splendonr meet, 
Nor heart abide on which such beaaty plays : 
But from his anguished breast mnst secA: retreat : 
He tasks his skill, he who wonld sing her praise^ 

Her presence seems to clothe each place with smiles 
Where'er she goes ; angelic is her gait ; 
Noble her mien ; humility her guide. 

Her loving spirit soothes, consoles, begoiles ; 
Discreet her speech ; whence life and joy await 
On him who in her presence may abide. 



> Quand '«a v* odo forlar ri ddkemenU, 



Sonnet GXL 
TypeL 

When of thy voice I hdar the melody, 

Which 'Loye can aptly in his slaves inspire. 

My being kindles to a gentle ^, 

Snch as might melt e'en Love's own enemy. 

In every place my lady seems to be, 
Where sweetness and tranquillity retire. 
In beanty clad. Asleep, my sighs conspire. 
In place of other sounds, to waken me. 

Her golden hair was streaming in the wind, 
Her head turned back to me : that image bright 
Has my heart's key, and knows the entrance well. 
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In my heart's treasure then sach joy I find, 
That outward praise I have no power to write, 
Nor can my feeble tongae its splendours telL 



Sonnet CXIL 
TypbL 



|'i\^ CMi beUo U Sol giammai levam. 



The sun ne'er seemed to rise more bright or fair 
Upon a cloudless and transparent sky ; 
Nor after rain, in many a varied dye 
The graceful bow celestial through the air, 

Than to my ravished soul the vision rare. 
On that bright day when I began to sigh, 
Of that loved face ; I use not praise too high. 
Saying, with her nought mortal can compare. 

In those bright flashing glances Love appeared, 
With sovereign sweetness ruling : from that hour. 
All other objects seem to me obscure. 

Sennuccio ! seeing Love's bended bow upreared, 
I yearned to feel again that vision's power, 
And life to me has ceased to be secure. 



Sonnet CXLIII. \Per mez^ % boschi imspiU e 
Ttfe L J sdvaggi 

Through a secluded forest, wild and drear. 
Where, e'en in arms, men risk a doubtful way, 
I pass secure ; since nought can me dismay. 
Save the bright Sun of Love, that shines so dear. 

Singing I go (my thoughts \mwise but dear !) 
Of her, who still is nigh, where'er I stay ; 
With dames and damsek there, I see her stray. 
But only pines and beeches see when near. 
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I seem to hear her when the zephyr sighs 

Through leaves, or birds complain, or water flows 
Amidst green grass whence rippling murmurs come : 

The solitude that steeped in silence lies 

In this dark wood had lulled me to repose, 

But that my sun lost brightness through the gloom. 

This Bomiet was composed while the poet was travelling 
through the dangerous forest of Ardennes, as stated in the 
essay (§ 39, page 120, wnH), Muratori considers it to be very 
little inferior to some of the best sonnets of the author. It 
begins well ; and in the second quatrain the parenthetical 
exclamation (0 pmaer nUd non saggi 1) is introduced with an 
xmezpected grace. The thoughts are all beautiful, and espe- 
cially that enamoured fantasy which sees its idol in every 
object around. The first tercet is charming, and the last line 
of the sonnet corrects the fantasy of the preceding lines. 

Muzio suggests that E vo eantando lei^ which opens the 
second quatrain, should be cercando, that is, " seeking her," 
not '' singing her.'* Tassoni remarks that the poet was not 
seeking her who was already in his eye, and seemed to stand 
before hitn ; and he contemptuously remarks that a man might 
just as well be seeking for the donkey on which he is riding. 
I give this piece of criticism not for its value, but as a epeci- 
men of the style sometimes adopted by the commentators. 
Other similar samples are to be found in the course of these 
notes. 

It has been supposed that the last part of the first tercet 
may have been suggested by Vii^ : — 

Et tenms fngiens per gramina rivus. 



> CM vml veder qua^nkmque pub Natu/ra. 



Sonnet COX. 
Type I. 

Who, heaven-taught Nature's highest work would find. 
Must hither come and gaze upon this one. 
Who shines, not to my eyes alone, a sun. 
But to the dull world, oft to virtue blind. 
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And quickly come, since Death oft leaves behind 
The bad, and gamers 'mong the ^good alone : 
Such beauty lasts not I Soon its course is ran, 
For Heaven awaits it in its place assigned. 

He will behold, should he arrive in time, 
All virtue, beauty, regal manners blent 
In one, with skill no art can emulate. 

Then will he say that mute is all my rhyme, 
Such brilliant light beyond my genius went : 
He'll mourn his loss for aye, come he too late. 



Sonnet CCXLVn. ^rhopimdisaspvrgueseaer 
Type I J Mio. 

I've filled with sighs the circumambient air, 
Climbed the rude hills to view the lovely plain. 
Where she was bom, who gave my young heart pain. 
And when matore, still held her conquest there. 

She's gone to heaven, and left me to despair 
Her sudden flight ; and I cannot restrain 
These eyes, grown weary seeking her in vain, 
From watering with my tears all objects hera 

There's not a twig or stone among these hills. 
Nor verdant leaf or branch within these plains. 
Nor flower, nor blade of grass within these vales. 

Nor drop of water from these founts distils. 

Nor beast that in these wild woods shelter gains. 
But knows how my sharp grief o'er me prevails. 

Muratori's criticiBm on this Bonnet seems to me to be just. 
He says that every word is well chosen, and every verse well 
filed ^en limato) ; but there is nothing remarkable about the 
idea, while the amplifications in the tercets would be easy to 
many a versifier vastly inferior to Petrarch. 
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Valley ! echoing many a mournful lay, 
Biver ! that my sad tears so often swell. 
Ye sylvan beasts and birds ! ye too that dwell 
In waters which 'tween floweiy margins stray I 

Ye winds ! that my warm sighs nveet on their way, 
Sweet path! that suits my mournful wanderings well. 
Hills once beloved I that now of sorrow tell, 
Where Love still calls ; and I, aa wont, obey. 

In all these objects well-known forms I see. 
While I, alas ! how changed ; my life once bright. 
Is now a source of painful, endless toil 

Here from this path, once trod by her and me. 
Her naked spirit took its heavenward flight. 
Its lovely tenement to earth a spoil. 

This sonnet is one of the favourites with the cpmrnentatois, 
but it is difBicult to convey in a tranalation what Muiatori 
characterises as the ^ grave, sweet, and affectionate tone ** of 
the originaL In spite of some exaggeration, the quartets 
give in few words a vivid idea of familiar natural objects, 
which the poet skilfully connects with himself in the first 
tercet Nature remains the same, while we are often but too 
painfully conscious of change in ourselves, especially if we 
retum to well-known scenes under the shadow of some great 
grief. The calm, migestic permanence of Nature appeals 
f pzcibly to us, especially as it seems remote from all human 
sympathy. It is a mark of power in the poet that, appa- 
rently with so little effort and in so few wondis, he can express 
so much 

Bm rictmoico wivoiV usateformey 
In the second tercet, Laura's spirit ib described as going naked 
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(nuda) to heaven, leaving on earth the beaatifal fonn that 
clothed it (2a tua hella tpoglia). This is a bold figure, but I 
have endeavoured to follow my author as cloeely as possible. 

SONMBT CCLXI. \Levommi U mio penrier in parte^ 
Type I. J w' era. 

Baised by my thought, I found the region where 
She whom I seek, but here on earth in vain, 
Dwells among those who the third heaven gain, 
And saw her lovelier and less haughty there. 

She took my hand and said — ^ In this bright sphere, 
Unless my wish deceive, we meet again : 
Lo 1 I am she who caused thee strife and pain, 
And closed my day before the eve was near. 

My bliss, no human thought can understand : 
I wait for thee alone — ^my fiieshly veil 
So loved by thee is by the grave retained." 

She ceased, ah why f and why let loose my hand f 
Such chaste and tender words could so prevail, 
A little more, I had in heaven remained. 

I once asked a student of Shakspere which of his plays he 
preferred 1 ^ The last I read !" was the reply. So, also, 
Petrarch's commentators are not agreed as to the best sonnet 
of their master. And it is a tribute to genius that there is 
no one play of Shakspere, any more than any one sonnet of 
Petrdrch, that by universal consent is the best Muratori, in 
his Perfetta Poesia Itdliana, has taken great pains to show why 
he considers the sonnet before ur as the best. In a later 
work he is content to class it as ^ one of the best, with few 
to equal it" It is marked by poetical invention : the ecstatiis 
vision IB vividly expressed, and there w a fulness, not only of 
sentiment but of detail, and a certain tenderness throughout, 
which cannot fail to awaken the sympathy of the attentive 
reader ; while the conclusion comes upon one with a sort of 
surprise. There is something irresistible in the idea that if 
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Lama had goiLi» on taUdng a little longer his tempoiaiy visit 
to Heaven wonld hare become a permanent residence. 

The ezpiession '^ less haughty " i^iMM altera) has received 
many comments ; but there is no difficulty about it. While 
Laura was on earth she often repelled her lover's advances 
by a haughty bearing ; which Ib now no longer needed. In 
the frequent ecstatic visions in which the poet sees her and 
talks .with her^ she is described as being manifold more lovely 
than when on earth ; and although still humble, she is no 
longer proud or haughty. 

PitfMi, ti $ umi^to, vote cT orgoglio. 
So fidl of humility, void of pride. 

Some curious speculations have also been made on the 
expression se 'I dedr wm erra (which I have translated ^ un- 
less my wish deceive ^ ; for, it ia asked, how could a beati- 
fied spirit have any doubt about the salvation of one still in 
the flesh 1 This is to confer previuon on the beatified spirit, 
and there is no reason to suppose that the faculties are so tax 
enlarged as to indude things that the Father ^ hath put in 
his own power." There are also curious speculations about 
the third heaven, ** 1 terzo cerchio,** which was probably sug- 
gested to the poet by St Paul (2 Oor. xxi. 2) ; but as these 
speculations, like the former, can lead to no conclusion, it is 
useless to pursue them. 

To translate a sonnet that has been the object of so much 
admiration and comment thus becomes a formidable under- 
taking. But there is always tibds source of consolation in 
failure, — ^that I have endeavoured to follow the author as 
closely as possible, and have striven after that wonderful 
simplicity which in the hands of Petrarch becomes a real 
power. If I have not attained to it, the obvious reasons are 
that I am not an English Petrarch, and that our language is 
not the Italian. 
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Sonnet CGLXH ')Afnarf ehe tneeo al hum tmpo H 
Type I ) stem. 

Lore 1 in happy times with me thou'dst go 
Along these banks, and thy old league with me 
We mused on, how it realised might be, 
Our thoughts still moving with the stream's soft'fiow ; 

Flowers, leaves, grass, waves, caves, airs that sweetly 
blow, 
Closed vales, high hills, and plains sunlit and firee. 
My frequent refuge in my misery. 
From the rude strokes the tempests oft bestow. 

Ye shadowy tenants of each verdant wood ! 

Ye nymphs 1 and ye who feed and hide and play, 
In the dear crystal of the sedgy stream : 

Ye know my days were passed in happy mood, 
Now darkened o'er by Death. No mortal may 
From the dread Sisters his own fate redeem. 

Muiatori remarks that the Qiaces must have assisted the 
poet in the compodtion of this sonnet, so charming is it : and 
he would place it among the best of the author, had the two 
concluding lines been more worthy of him. The first line of 
the second quatrain 

FioTy frcmdt^ mh^, ombre, cmtri, onde, aiwre toofoi, 

which has been praised for its overflowing fulness, will not 
move at all, according to Muratori, without the assistance of 
a windlass ; and the introduction of such harshness in the 
midst of so many sweet and pleasant objects he compares to 
the sotmd of a shrieking wheel in the midst of a concert of 
soft violins. It is not easy to read this line, omitting, as we 
must, the final vowels, although the poet has endeavoured to 
take off a little of the roughness by the introduction of awre 
toa/oi in which the final e is not cut ofL 
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This is one of the sonnets of which the original diafl; is 
piesenredy with conectionB in the poet's handwriting. 

The fiist qnatiain is difficnlt to translate without the aid 
of the cozmnentatois. 

Amor^ che meeo al Iwm tempo H item 
Fra gue$t6 rwe a' pmner noitri amichs; 
E per scUda/r le ragion noitre cmtiehey 
MecOf € eolfiume ragumando andcm. 

Of course oZ hturn tempo refers to the time when Lanra was 
alivoy and saldar le ragUmi means ''to settle acconnts." 
According to Biagioli (and the other commentators agree with 
him), the argument is, that Petrarch had long and faithfully 
served Lore, who had promised him the smiles of Lauray and 
this is the debt or account to be settled, and which they dis- 
cussed while rambling on or near the banks of the Sorga. 
And since all surroimding objects knew of the poelfs passion, 
they all, including the murmuring stream, plead with Love 
in his fjEivour. 

Unless all this be understood, the translator is in danger 
of converting this sonnet into an insipid pastoraL The fol- 
lowing, ^m Bohn, is given as a translation of the first quat- 
rain and the first line of tl^ie second, already quoted in the 
original: — 

** On these green banks in happier days I stra/d 
With Love, who whispered many a tender tale ; 
And the glad waters, winding through the dale, 
Heard the sweet eloquence fond Love displa/d. 
You, purpled plain, cool grot, and arching glade,** etc 

If the reader has to form his opinion of Petrarch from such 
lines, it can no longer be a matter of surprise that he is 
thought tame and monotonous^ 

SONNBT CCLXVni.) £' aUOf e now miracol^ cK a* 
Type L > di nostri 

High miracle and raire 1 which, in our days. 
Shone in our world, but would not long remain. 
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Which Hearen once showed ub, Heavoii took back 

tttXECL 

For the adonunent of its stanj ways. 

Lore, who fint loosed my toDgne, woqU hare me 
praise 
Her charms to those by whom she ne'er was seen ; 
To this work tamed a thousand times in vain 
My mind, my tame, pens^ P>P^> hik, and htys. 

That to such hei^t my rhymes not yet attain 
I know fall well, and they too testify 
WhOy worthily^ to soond Love's praises, strire : 

Who know the troth, in silence will remam. 
Thinking that she sorpassed all style, and sigh, 
^ How blest the eyes that saw her when alive ! " 

There is some difficulty as to the mflMiii^g of the fint 
tercet, the opening line of which is 

Nim 9on cH sommo aneor giunte U rme, 
litezaUy 

The rhymes are not yet arrived at their height 

Biagioli sapposes that the Poet meant to aay that no poetry 
was Bofficient to do justice to the charms of Laura. The 
other commentators, so far as I have consulted them, agree 
in supposing that the Poet refers to the Tuscan language as 
not being snfficient for the purpose, for it had not yet reached 
its greatest perfection, as he himself had proved, as well as 
all the poets of that period who wished to write worthily of 
love. 

I prefer to take the meaning as it lies on the sur&oe, 
thinldng that Biagioli*s theory is supported by the second 
tercet But there is much to be said in favour of the other 
view. Petrarch despised, or affected to despise, the vulgar 
tcfngue, esteeming Latin as the only language in which true 
poetry could be written. He never acquired a sufficient 
knowledge of Qreek to read it critically, although he had a 
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dim Bense of the grandeur of nomer, for lie sayB, ^ A man 
must be very strong to wrest ^m Hercules bis dub/' re- 
ferring to any one wbo dared to cope with Homer. And yet 
be had no ear for the grand and terrible and sweet mosic of 
Dante's great poem. [See Affbndiz.] One reason for this 
was that it was written in the vulgar tongue. Petrarch even 
professes to have been ashamed at that which really was his 
greatest honour, namely, having his own verses sung in the 
streets ; and he regards '^ the hoarse applause of fullers, 
tavemers, butchers, and other people of the like sort," as an 
insult to Dante's genius. Poor man I But perhaps we ou^t 
in justice to consider that before the invention of printing 
a man's works thus becoming popular were in danger of 
being corrupted, and of the corruptions thus engendered 
finding their way into future hand-written copies ; so that 
the very popularity of the poet might prove an injury to 
his fame. It must also be lemembeied that the term 
^ polite," as applied to literature, was something more than 
a name. Letters were intended only for the polite ; and it 
was not until printing had greatly multiplied books that the 
area of polite literature assumed suf&cient proportions to in- 
clude all classes. 

That the Italian language made great progress under the 
Troubadours, is evident from their numerous poems already 
referred to [Ebsat, § 11] ; and following up their method, 
succeeding poets sang the charms of their respective ladies in 
poetry which gradually improved in grace and power. Thus 
D^gto had his Beatrice, Cino his Selvaggia, Quido Cavalcanti. 
his Mandetta, Petrarch his Laura, Boccaccio his Fiammetta, 
Montemagno his Lauretta, and so on. It may therefore be 
fairly asked if the language was not yet suf&ciently matured 
in the verses of the above-named poets, what hope was there 
of its ever arriving at perfection ? 

That Petrarch himself became aware of the importance of 
the literatore to which he had so largely contributed, is 
evident from the fSEU^ already stated [Ebsat, § 26, 26] ; and 
in a letter to Boccaccio, written in hi^ sixty-second year, he 
says — ^^ I wished to devote myself entirely to poetry in the 
vulgar tongue, for since it has of late been cultivated and 
polished, it appears to me to be susceptible of new develop- 

M 
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meats ; whiBieaa Latin prose and rene have attained Buch. 
perfection that nothing can be added to them. Following 
np this idea, I collected materials for an important work ; 
bnt looking at the age, so fall of pride and ignorance, and 
seeing that I lost my time, and that my verses were mangled 
by the people, I abandoned the project" Petrarch was 
probably thinking of his own poems when he wrote ''of 
late," in the above passage. 



>- L* aurOf e X odare, etc 



Sonnet CCLXXXIII. 
TypbL 

The air, the odour, and the cooling shade 
Of the sweet laurel, and its sight in bloom, 
Repose and brightness of my life of gloom, 
Death took away, who maketh all things fade. 

As when the Sun by his Sister dark is made. 
So my high light is quenched in the like doom ; 
I pray that aid 'gainst Death from Death may come; 
To such dark thoughts by Lore am I betrayed I 

beauteous Lady ! thou hast slept brief sleep. 
And waking, found thyself 'mong spirits blest ; 
Where souls their home with the soul's Maker find : 

And if my rhymes have any power to keep 
Thee dear among the noblest minds and best, 
On Time's high forehead they thy name will bind. 

Mnratori points out a little confusion of thought in the 
figure of the laurel tree. We may enjoy its odour and its 
shade, but it does not give us air or coolness. Listead of 
rendering literally the line — U awa, e V odore, e H refri^erioy 
$ V ombraj I have combined the last two noons into '' cooling 
shade,** which gets rid of part of the objection. The old play 
upon the words of L' aura the air, laura the laurel, and Laura 
the lady, is kept up in the first quatrain, and lies partly con- 
cealed in the second tercet. Of course the line 

Come anoi'l Sol, 8$ vaa torof V adomhra. 
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liteially ^* as when, with ns the sim is made dark by his sister" 
(that is, the moon), refers to an edipee of the snn. 
Muratori directs attention to the splendid line 

lo cKeggio a Morte incowtr 'a Morte aUa; 
So that I pray to Death 'gainst Death for aid ; 

and also points ont the first tercet as being marked by '^a 
sweet, adtodrable, and ezqmsite image, due as much to fimcy 
as to reflection : " 

DormUo Aat, hdla Donna, tm hreve lonno : 
Or 9ii tvegliata fra gli tpirti eletti, 
Ove nel wo Fattor V alma i interna. 

We suppose that when alive we are i^wake, and when dead, 
asleep. Our poet in a striking and elegant manner shows us 
the contrary. He also terminates the sonnet with a noble 
tercet, which, however, reminds us of Virgil : — 

Si quid mea cannina possunt 
Nulla dies umquam memoxi vos ezimet aevo. 



Sonnet CCLXXXIX. ) 

Type L i ^^ A^ ^^^ Donne una gib, tale, 

'Mong many Ladies one had so much grace. 
And so assailed my heart with amorous fear. 
That to my ardent fancy it was clear, 
She must belong to the celestial race. 

Nothing in her of mortal could I trace. 

She seemed to breathe a heavenly atmosphere : 
My soul now warmed by hope, now chilled by fear, 
Essayed its wings in vain to reach her place. 

Too high she soared for my terrestrial weight. 
And soon, alas 1 she vanished from my sight; 
The thought stQl makes me torpid with alarm. 
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sweet and lucid eyes i that formed the gate 
B J which that power, whose terrors so affiright^ 
Found means of entrance to so fair a form. 

In the second tercet the poet gires expression to the 
opinion that in dying, the eyes are the first to feel the hand 
of death. 

Sonnet OOXCI \ ^ . . . . ., . 
,-^ ^ > QiwMto nostra eadueo, efragil hme. 

This fragile good, as fleeting as the air, 
Or passing shadow, which we beauty name, 
Was never seen, 'till in this age it came, 
In one concentred — source of my despair. 

Nature wills not^ nor is it fitting her. 

To make one rich, all others poor proclaim ; 
To heap her gifts on one her only aim — 
(Pardon, ye fair ! or ye who think ye're fiur). 

Such beauty ne'er on earth was seen before. 
Nor, I believe, will be : 'twas so concealed. 
The world scarce knew the treasure it contained: 

Soon lost i but I th' exchange cease to deplore ; 
How bright those charms heaven here to me revealed. 
Beatified, they manifold transcend. 

Tassoni remarks that the second tercet of this sonnet is not 
a nut for eveiy tooth [QueBto tamario nan i nacciuola per ogni 
dmte^ Castel vetro suggests that by paca vista the poet refers 
to the decay of his sight as he became old — 

ands I comgioT iim gvova 
La poaa vista a me dal Oiela afferta^ 
Sal per piaeer aUe sue hid eante, 

Tassoni supposes that reference is made to the exaltation 
of Laura's charms in heaven, as if the poet had said — " But I 
rejoice to change for the limited view of her that heaven 
granted me here, a sight of her more perfect beauty above." 
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ThiB tlieoiy Beems to be borne out Itjt reference to soimet 
ooxcnr., CmMi^ quanto U Cid, eta (a translatLoxi of which ia 
given at p. 173) ; in which the poet, in the first quatrain, 
appreciates Laura's earthly charms so far as heaven had 
opened his eyes ; but that in her beatified state she was sur- 
rounded by so many wonders that his feeble sight was not 
able to gaze upon them^ still less to describe them. This 
by no means implies ddective sight ; for in the charming 
figure with which this sonnet is concluded, he says [I give it 
in the form of a couplet] — 

For he Who on the son has fixed his' sight. 
Less clearly sees^ the brighter is the H^t. 

SoHOTBT ocoin ) 

m^ J f Donna, che lieta col principio noshv. 

Lady ! thou 'rt happy with thy Maker now, 
Since thy pure life has earned its guerdon meet, 
Raised to that glorious and lofty seat, 
In richer sheen than pearls and gold bestow ; 

'Mong other Ladies high and rare art thou : 
In sight of Him who seeth all, repeat 
The story of my love, faith pure and sweet, 
Which caused my tears and all my rhymes to flow. 

Thou knoVst my heart on earth was always thine. 
As now it is in heaven ; nor ever turned. 
But to regard the sunshine of thine eyes ; 

Hence to repay the strife that long was mine. 
In seeking thee, when all things else I spumed, 
I pray that to thy presence soon I rise. 



SONNBT COCYL \ H aura mia sacra al mio stanco 
Type I. ) riposo. 

Her sacred spirit in my weariness 

Of sleep, breathes o'er me oft ; I courage take 
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Say what IVe sofferedy suffer, for her sake, 
Which, whfle she lived, I never dared confess. 

I tell her of that look of tenderness. 

Which bade my long tormenting passion wake ; 
How Love a varying sport of me would make, 
One hour in bliss, the next in wretchedness. 

In silent pity she my story hears, 
Still gazing on me, and in sympathy, 
She sighs meanwhile, and then begins to weep. 

My soul, o'ercome with sadness at her tears. 
And vexed at having caused them, back to me 
Weeping returns, and I wake up from sleep. 

Sonnet CLXXm. \Bapidofium6, che cF aipestra 
Type It. J vena. 

To THE Shodanus (the Shone). 

rapid river I from the Alpine side. 
Eroding on, thou and thy name agree ; 
Bestless descending, night and day, with me, 
I led by Love ; Nature alone thy guida 

Gk) on before 1 sleep never bids thee bide. 
Nor weariness ; but ere thou reach the sea. 
Stay where thy banks more verdant seem to be. 
And where the zephyrs more isierenely glide. 

My own sweet living Sun thou there wilt meet, 
That gives to thy left bank its grace and bloom : 
Ah ! dare I hope my absence makes her greet I 

Let kisses say instead of words, '' He'll come ! " 
Eiss thou her beautiful white hands, her feet ; 
My mind goes with thee; toils my strength consume. 

This sonnet was written while the poet was travelling 
along the Bhone to Avignon, the Italian name Bodano being 
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derived apparentLy from rodere, ** to erode ;" but some sup- 
pose its name is from Boda, a place near its source. , 

The poet Thomas Moore seems to have derived from this 
sonnet the idea of his charming song : — 

'' Flow on^ thou shining river. 
But ere thou reach the sea." 

In fact, this second line may be ta]ben as a translation of 
Petrarch's 

e pria eke rendi 
/Sito dritto al mar. 

The poet, weary with his journey, bids the river flow on 
and seek Laura with a message— 

^ Seek EUa's bower, and give her,** etc. 

Muratori speaks of the evident amenity of this sonnet 
taking its place among the best of the author. He thinks it 
a charming idea to treat the river as an intelligent being, and 
to make it a gentle ambassador to Laura, to whose influence 
he attributes the more flowery aspect and the serener air of 
its left bank ; but he objects to the closing line, which is a 
quotation of the sacred words *' the spirit is willing, but the 
flesh is weak," being introduced into a love sonnet ; and in 
deference to this objection I have given different words, while 
retaining the sense. 

It may be hypercritical to object to the last line of the 
flrst quatrain, 

(V Amor tn6, U sol Natwra mma^ 

on the ground that nature displays herself in love, as in the 
descent of a river. The poet may have intended by the 
introduction of the word sday '' alone," to imply that the 
offices of love involve &r more complicated efforts and details 
than are concerned in the simple descent of a river : but the 
more probable supposition is that in the time of Petrarch man 
was not regarded as a part of nature, but as an exalted being, 
or one capable of exaltation, and standing out distinctly from 
surroimding phenomena. 
. I have introduced into the flrst tercet the Scotch word 
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'' greet/' to ^ ahed tears," or ^ to weep ; ** and into the 
first quatrain a technical but ezpressiye word, derived from 
the erotion of the geologists. Dryden objects to the intro- 
duction of technical terms into poetry, such as those ^ of 
navigation, land-service, or the cant of any profession,** on 
the ground that Yirgil avoided them ^ because he writ not 
for mariners, soldiers, astronomers, gardeners, peasants, etc, 
but to all in general, and, in particular, to men and ladies of 
the first quality, who have been better bred than to be more 
nicely knowing in the term& In such cases 'tis enough for a 
poet to write so plainly that he may be understood by his 
readers to avoid impropriety, and not affect to be thought 
learned in all things." 

In modem practice, and under the altered conditionB of 
education, the moderate use of technical terms in poetry 
seems to be an advantage ; since they are the shortest and 
most expressive exponents of thought, while the effort to avoid 
them often leads to loose and inaccurate statements. Of 
course it is not always easy to say that a given word is a 
purely technical one — ^that is, limited to the art or science 
which employs it. But the toidency of advancing knowledge 
is to take words out of their technical meshes, and set them 
free into the broad stream of general language. In this way 
words may be classed into pu^y technical words, and words 
in common use that have also a technical application. Many 
words that were invented to supply the wants of art and 
science, and were properly technical in their origin and early 
use, were found so convenient and expressive, that they 
gradually became incorporated into the common stock of 
words, and found their place in an ordinary, as distinguished 
from a technological, dictionary. If we suppose the measure 
of technical words to have been full in Dryden's time, it 
would probably have become nearly empty long before this, 
were it not that advancing knowledge continued the supply. 
How long a word remains technical depends on circumstances, 
among which we may not reckon the over-education of ^ men 
and ladies of the first quality," for the tendency at the present 
time is rather to strive after technical knowledge than to be 
supposed to be ignorant of it. And I suppose Dryden would 
not object to the use of an expressive word although it had 
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not yet fedrly escaped from its techmcal entanglement. In- 
deed, the circonistance of his using it wonld tend to set it 
free. But he would justly object to the use of such nautical 
teims as Falconer has introduced into his '' Shipwreck,** some 
of which are intelligible only to the sailor. The rule, then, 
seems to be this, — That purely technical words are not to be 
used, but technical words that haye more or less escaped into 
the language may be employed; 



Sonnet OCV. 
TypbIL 



>- Fresco, ombra80,fiarito, e verde coUe. 



flower-enamelled hill ! fresh, shady, green, 
Where musing now, now bent on minstrelsy. 
An angel seated there she seems to be. 
And beauty fades before her, beauty's queen. 

Throned in my heart, as she so long has been, 
I would not have my heart return to me, 
But make it follow her fair feet, to see 
Them bless ihe flowers — ^my tears their dewy sheen. 

At every step my heart's sad throes complain ; 
** Let pity for him move thy gentle will. 
With tears he's weary, weary with life's pain." 

Fair hill, she smiles 1 unequal parts we fill ; 
Thou'rt paradise — I heartless rock remain — 
sacred, fortunate and happy hill ! 

Sonnet CCXL YL ) Senamcao mio, benche doglioso, 
Ttfe H j 6 solo. 

Sennucoio — ^In Memobiam. 

my Sennucoio 1 though sad and lone 
Thou'st left me, consolation yet I find. 
Since from th' embodied sepulchre of mind 
Thou'rt free, and heavenward on glad pinions flown; 
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Thy sight enlarged, takes in each pole and zone, 
What powers the stars, in deyioos orbits bind ; 
Thon seest how much our vision is confined ; 
Thy bliss allays the losses I bemoan. 

But much I pray, do thou in that third sphere, 
Greet Gino, Dante, and Guittone well, 
Our Franceschin, that band of Mends all dear : 

And that I live in tears, my Lady tell ; 

Her charms remembering, and her goodness here. 
Like some wild beast in solitude I dwell 

This Boxmet was composed in 1349, when the plague, 
rag^ throughout Italy, had already carried off many of 
Petrarch's best friends; the land was also torn by earth- 
quakes ; and war and strife filled the land. The calamities 
were so great that^ as Petrarch remarks in one of his letteis, 
'' posterity, if there be one, will not give credit to our narra- 
tiyes.** Sennuccio Delbene is described by the poet i|s being 
one of his oldest and wisest Mends {antico « Miggio), It is 
supposed that it was in his garden that Petrarch met Laura 
on May-day 1347, when the old man gathered two of his 
best roses, and presented one to each of his viflitors, with the 
remark that he had never seen such lovers. This incident is 
described in the 207th Sonnet, Du$ raufruchey etc. 

The sonnet on the death of Semiuccio is somewhat meagre 
in style, and does not partake of the rich vein of thought 
that produced the best sonnets of our author. The last line 
seems to have been suggested by the remark of Aristotle 
(whose works Petrarch knew through the medium of a Latin 
translation), that they who live in solitude, apart from their 
fellows, ought either to be beasts or more than men. In the 
first tercet the coUocation of Dante's name with the names of 
inferior poets has led to the remark that Petrarch was jealous 
of Dante. On this point some details are given in the Ap- 
pendix, No. vi I may also refer to the annotation on Sonnet 
cdzviii (page 161, cmti). In the sonnet now before us, 
the names mentioned are those of sonnet-writers, personal 
friends of Dante. Era Guittone has the merit of having 
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established the regular sonnet in Italy. He was not a monk, 
but a brother of a military order. The following is a trans- 
lation of one of his sonnets. A specimen of Cino's muse 
has been already given at page 161, amJU, 

Fra. Qxtietons. 

Tyfb L — Qiumto fifik mi dutruggB \l mio pennero. 

The more my thought dissolves in constant moan, 
The more her cmelty produces pain, 
The more I sink in thoughts, alas I how vain ; 
And with the flight of hope, I still hope on. 

And reasoning with myself, the truth must own. 
That I must sink beneath the load is plain ; 
Yet I, my strong desire, cannot restrain, 
From loving, seeking what my bane has grown. 

But it may chsuice that after many a year, 
"Reading the rhymes that echo all my sighs, 
Some one may sympathise with my hard fate. 

Who knows but she, to whom Pm now not dear. 
My loss, as causing hers, may recognise. 
And mourn my death in accents passionate ! 

Sonnet COLXIV. | ^^^^^ beOa, da qud nodo molta. 

beauteous soul ! set free from thy earth's tie, 
That masterpiece of Nature's loveliness, 
deign from heaven my life obscure to bless. 
Once glad, now marked by many a tearful sigh. 

The false opinion which, while I was nigh. 

Made thy sweet &ce cold; harsh disdain e2press, 
Has left thy heart; and now 'twere happiness, 
Would'st thou look down and to my sighs reply. 

See the huge rock from which the Sorga springs, 
And see me lonely by its margin green, 
My food the sorrow that thy memory brings: 
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Let not thy dwelling, nor aaght else be seen. 
That yezes thee among these roral things, 
Scene of thy birth, of onr love's birth the scene. 

This sonnet is one among many proofs to be found in 
Petrarch's works, in opposition to llie Abb^ de Sade's theory, 
namely — 1. That Lama was not bom at Avignon, but rather 
in a small roral district in its neighbourhood ; 2. That she 
was never married ; 3. That when Petrarch fell in love with 
her she was only twelve or thirteen years of age, and not 
about twenty and two years a wife ; 4. That when the poet 
refers to his falling in love, he describes it as happening in 
the country, and not in the Church of S. Chiara at Avignon ; 
6. That she died and was buried at Cabrieres, near Yauduse, 
and not at Avignon. These points are briefly discussed in a 
Note in the Apfxndix. 



Sonnet CCLXIX. \ Zefiro toma, e 7 bd tempo 
Type IL J rimena. 

Zephyr returns, and the sweet season brings. 
With flowers and grass, all Flora's crew to hail ; 
The swallow warbles, mourns the nightingale. 
And spring expands her variegated wings. 

Serene the sky ; for joy each meadow sings ; 
Jove gladly sees his daughter's might prevail ; 
Air, waters, earth, repeat the amorous tale, 
And love reanimates aU Uving things. 

But woe is me 1 by many a sigh opprest, 

Drawn from my heart by her who took its key, 
When she departed to the region blest ; 

All seems a desert of wild beasts to me. 
The song of birds, the meads in beauty drest^ 
E'en lovely woman's honest courtesy. 
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SOMMET CCLXXIX) Smh t cmra ma anHcOy e % 
Typb n. j dold cm. 

I feel the well-known breeze, and, yonder see 
The hills beloved, the source of that sweet light 
Which, as heaven willed, was now mj eyes' delight. 
And now the cause of tears and misery. 

Te foolish thoughts 1 and hopes delusive ye 1 
Widowed the trees ; turbid the streams unite ; 
Empty and cold the nest she made so bright, 
Where still I live, but rather dead would be, 

Hoping for respite, that I might retire 

From my soft plaints, and so much anxious pain, 
From the bright eyes that set my heart a-fire. 

But him I serve still cruel must remain : 

He made me bum while lived my soul's desire. 
Now o'er her scattered dust to weep in vain. 

The poet, letuming from Padua to Yaucluse, in approach- 
ing Cabiieres began to feel the air that Laura breathed, and 
to see the sweet hills that had become widowed by her death. 
He complains that Love is still cruel and exacting, since he 
tormented him during Laura's life, and still continues to do 
so after her death. This is one of the few examples in 
which the second quatrain is run into the first tercet. 

Sonnet CCXGY. ) OtmoJM, guanio U Oid gli occhi 
Type H. j m'qperse. 

I knew, so far as Heaven had cleared my sight. 
And Love and Study had upborne my wings. 
Things new and beautiful, but mortal things. 
Which every star shed on one object bright 

But my dull vision camiot bear the light 

Of strange vague forms some force celestial brings. 
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Immortal, high as their eternal springs, 
Nor my dull intellect conceive their might 

So that, whate'er I sing of her in praise, 
Who, for my praises, prays to God for me, 
Seems bat a drop from the abyss to raise : 

No song above the singer's mind can be : 
'And he who on the sun hath fixed his gaze, 
More bright the lights less clearly can he see. 

Tassoni ranks this not only as the finest of Petrarch's 
sonnets, but as one that has not been equalled by any other 
poet Muratori thinks Tassoni might have been content 
with naming it the most magnificent of our poet, without 
placing it above the Qonnets of other writers. Nevertheless, 
he admits it to be a rare and noble production. The verses 
run with nerve and vigour ; the periods are conducted with 
majesty ; the epithets are luminous, and the whole matter 
weigh^. 

But when the commentators reduce this poem to plain* 
prose I cannot agree with their interpretation. They sup- 
pose that in the first quatrain the poet refers to the beauties 
of Laura's person, and in the second to those of her mind. 
Ought we not ra^er to say that the first quatrain refers to 
Laura in her earthly state, and the second to her beatified 
state ? He could to a certain extent understand and describe 
the first, but was quite unequal to a description of the 
second. He had but a dim vision of her spiritual state, 
surrounded as it was by heavenly beings, so strange and 
unusual and splendid, that his int^ect was not able to un- 
derstand them or his vision to face their brilliancy. The 
tercets seem to carry out this idea, and their beauty and 
originality render them worthy companions of the noble 
quatrains. 

In rendering this sonnet into English I admit the difficulty 
of the task and the feebleness of the execution ; but as I 
have endeavoured to keep as dose as possible to the original, 
the reader, it is hoped, will gain ^m it some idea of the 
beauty of this striking production. 
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SoNNBT COXCIX. } Bipensando a qiiely ch 'oggi U Gido 
TypkIL ) (mora. 

Wlio heaven adonis, each thoaght brings back agam ; 
That look, when she her golden head inclined ; 
That face ; the angelic modest voice that twined 
My heart with sweetness, — ^fills it now with pain. 

I marvel how Tve lived, and life were vain. 
But, ere the dawn, to tranquillise my mind. 
Her pure and lovely presence here I find ; 
More pure than lovely, must in doubt remain. 

How of those chaste and pious meetings tell 1 
When, all intent on sympathy, she hears 
What woes the history of my love befeL 

When to her sense, the moming^s light appears. 
She flies to heaven, — ^the way she knows so well. 
Her eyes are full, each cheek is wet with tears. 



Sonnet OCCIL 
TypeIL 



>• Oli Angdi eUtti^ e T (mime heaU, 

The elect of Angels, and the Spirits blest^ 
The denizens of heaven, oh the first day 
My Lady went to swell that bright array, 
Surrounded her with wondering, pious quest. 

^ What light is this ) who this new beauteous guest % 

Such loveliness," among themselves they say, 
**From yonder erring world ne'er found the way. 
In all this age, to this our realm of rest" 

She happy, thus, her changed abode to find, 
Takes equal rank with the most perfect there ; 
But now and then she casts a look behind, 
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To see if I should follow : each her care. 

Hence, all my thonghta are heavenward now inclined, 
Knowing, that soon I join her, is her prayer. 



J?^ • I Qimido pUi ni amcwio al giomo esir&mo. 

The nearer I approach to life's last day, 
Which only can cat short our mortal woe. 
More swiftty seems the stream of life to flow. 
And hopes, from time, prove tsiae and pass away. 

And to my thoughts, ^ Not long can last^" I say, 
** Our loveHSong, since this earthly load will go, 
Though hard and heavy, melting like firesh show, 
And we thenceforth shall gain a peaceful way." 

For with that load, the hopes take wings and fly. 
That fed so long the passion in my breast, 
With smiles and tears, with anger and with fear ; 

And clearer see how men are oft distrest^ 
And how too often they but vainly sigh 
For ills which, to their fancy, but appear. 

Tuasoni says that this somiet is molto hen Hrato, ^ very well 
drawn out** Maratori does not regard it as a capo cTopera^ 
or ^ fiist-iate work,** although it makes good harmony. 

Two translations of this sonnet are given in Bohn's collec- 
tion. In the first, by Wiangham, the opening lines, 

Quanto pit^ nC a/mieino al giomo eih-emo, 
Cfhe V vmana mUeria $w>lfar brew; 

are thus translated, — 

^ Near and more near as life*B last period draws, 
Which oft is hurried on by human woe.** 

This is both awkward and inaccazate. The idea is not that 
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human woe huiries on death, but that death alone ia able to 
atteat human woe. 

This tEanalator also makes a curions mistake in the second 
tercet, — 

Bi vedrem ehdaro pai came sovente 
Per U COM dutHnou dUri i awmza, 
E corns ipeaso indaimo n soapira, 

'\Then shall we clearly trace why tome are lleety 
Through deepest misery raised to Fortunes top^ 
And why so many sighs so oft are heaved in vam." 

There is not a word in the original of the passage under- 
lined. The fact is, the translator was caught in the trap set 
by the verb t^ avansa, which, there could be no doubt, must 
mean '' adyahces himself." Now, according to the dictionary 
of YillanuoYa, avansarsi is used figuratLvely ^to express 
progress in ^pod or in iUj in persons as well as things," so 
that the poet readly says that '' often one adyances himself in 
HI for doubtful things.'' The commentators take the same 
view, and interpret «* a/oama by «* ajfanna^ ** vexes himself," 
for by doing so a person may be said to advance in ilL 

Sonnet LXIX. ) ^ . . ^ « 

Tvpic ni I ^^^^^^ * ^^^P^ a oro a Va/wra spwrs%. 

Her golden hair was streaming in the wind, 
Which sweetly twisted it a thousand ways ; 
And in those eyes' unatterable gaze 
Flashed a bright light, which now is dimmed, I find. 

Her face, for me, expressed a loving mind, 
(Did truth or self-deceit thlit hsuaj raise 1) 
What marvel that my heart was soon ablaze. 
Love finding food for fire, to Love consigned 1 

Her walk was not the step of mortal thing. 
But of angelic form ; her accents clear 
Had in their music more than human sound : 

A heavenly spirit did I see and hear, 
A living sun ; and if such channs take wing. 
The slackening of the bow heals not the wound. 

N 
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The fault-finding Tassoni places this sonnet among the 
veiy best of his author ; characterised^ as it is, by ease and 
sweetness, and a sort of undefined stateliness, which forms 
the perfection of a graceful style ; while objects which others 
wise appear common, here become rare by the mode of 
handling. The more judicious Muratori is equally enthu- 
siastic "i — ^he styles it }>dU> helltsnmo ; and Biagioli calls it 
divvM, According to Muratori this sonnet breathes a sort 
of unusual poetic fervour, which takes hold of the reader, 
from the simple and clear introduction to the final terminsi- 
tion ; and he fancies the poet must have had other words in 
his mind ; but ihe image of Laura, as she first appeared to 
him, overcame them, and took the first place. The poetic 
fervour rises in the tercets, which contain many admirable 
exaggerations, well adapted to a lover and a poet in a nearly 
incandescent state. Every line has a spirited movement 
about it; the sentiments are clearly and beautifully ex- 
pressed, and the rhymes arise naturally. In short, the poet's 
P^;asus takes some graceful bounds horn the quatrains to the 
first tercet, and from tMs to the second. The ingenious 
figure which closes the second quatrain is introduced by an 
easy illation ; but this figure, however el^^ant and poetical 
it may appear to the Italian, contains something of the risible 
to an English mind. I have endeavoured in the above trans- 
lation to express the meaning in another way. 

rochet tsca amoroaa al petto cmea^ 
Qual mouramgUa^ m di mbit ^a/ni 9 

I, who had amorous tinder at my breast. 
What marvel if it suddenly took fire ? 

Petrarch's sonnets had made the beauty of Laura so 
fiamous, that travellers were curious to see her. It is said 
that one such, who saw her in her decline, expressed his 
surprise that such beauty should have inspired such ardent 
poetry ; and that this remark being reported to the poet, led 
to the composition of this sonnet Its leading idea refers 
to his first meeting with Laura, when she was in the full glow 
of youth and beauty, the wind spreading out her hair ; but 
now, many years after, although her charms are dimmed, the 
poef s love remains the same. He briefly describes her hair. 
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the maryeUons beauty of her eyes, and to his fancy the kind 
ezpiession of her fiBM». What marvel then if he fell in love 
at first sight ? 

The sonnet winds up with a channing figure, not the less 
* so because it comes unexpectedly, with a sort of surprise, and 
requires a little reflection before we feel its beauty and pro- 
priety. Laura's charms, which moved the poet^s love, have 
suffered either through age or sickness, but the love remains 
the same. The arrow having inflicted its wound, the un- 
stringing of the bow caonot cure it 

With reference to the first tercet the reader may be re- 
minded of Yixgil : — 

Et vera incessu patuit Dea ; 
Nee vox hominem sonat 



SONNKTliXXX 

TyPBin. 



> Lasso I Im 80 eke dolorose preck. 

Alas I too well I know what dolorous prey 

Death makes of us, who no one deigns to spare, 
That men indifferent grow to what was dear. 
And in short time their promises gainsay : 

I see much suffering no ruth repay, 

And in my heart the last day's knell I hear ; 
Love still exacts his tribute, many a tear, 
Tet from my prison will not ope the way. 

So as I mark how moments, hours, and days 
Steal years, I do not to deceptic^n bend, 
Bat to a higher power than niiagic spelL 

Passion and reason twice seven years contend, 
The worthier yet will victory gain and praise. 
If mortal mind can its own good foretell 

Tassoni has an odd remark on this sonnet, namely, that he 
must be stolid who does not praise this one, and equally so 
who praito them alL Muratori terms it a vigorous sonnet. 
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fall of grave matter, handled with considerable poetic akill ; 
but he prefers the quatrains to the tercets. 

In this sonnet, the poet, knowing t^e instability of human 
things, takes shame to himself for stall following Love, who 
attracts him with a force stronger than that of magic art, t^e 
business of which is to deceive, whereas Love is a real power 
to which he has so long submitted. The poet seems to have 
had in his mind the expression of St. Fbul : *^ What I would, 
that I do not ; but what I hate, that do I** (Rom. vlL 16). 
He is still contending with his passion, but hopes to secure 
the conquest of mind' over matter. 



Sonnet OOXLvhL } U dhna miafi(mma olka le Idle 
Typb III. j heOa. 

Love-feeding flame I beauty herself excelling, 
On which kind Heaven bestowed its favour high^ 
Is quenched too soon for me, and, in the sky, 
Has late regained yon star, her native dwelling. 

I now begin to wake ; see her repelling 

My young desire, and, for my good, each sigh ; 

I now can read the. eloquent reply 

Her look conveyed, of sweetness, coldness telling. 

I thank her now for counsel high and wise, 
That with a lovely face and sweet disdain, 
Turned burning thoughts to thoughts of purity. 

Ah gentle Artifice, good ends to gain i 

I with my song, she with her teaching eyes. 
To her gave glory, virtue gave to me. 

This is one of the best of Petrarch's sonnets. Why it is 
so, Muiatori in his youthful days was not able to say, because, 
being, in common with the work of all good poets, a strong 
and manly composition, it requires judgment for its due 
appreciation, and that is t^e very quality young men lack ; — 
they rather prefer poetiy that is 'interwoven with flowery 
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conceits. The sokmet opens with a lovely symphony, the 
elevated style of which is maintained throughout ; the 
thoughts are poetical and exact, the rhymes well chosen, and 
not a word that can be spaied. It is like one of Raffiielle's 
pictnres, which improves in beauty the more the object of 
the artist is understood. How flu the translation responds 
to this criticism must be left to the accomplished Italian 
scholar. If he approve, no one dse has the right to condemn. 

SONNBrOOOVn.) ^ . . . ..,..,,, . 

typb in. V ^^^^^^'^''^^'^jP^jp^^''^^ ('^'^i** 

More than a thousand years appears each day 
In following her, my fSEdthfiil leader dear. 
My guide in this world, now my pioneer 
To happier life, by a more perfect way. 

Nor can the world's allurements bid me stay ; 
For in my heart a heaven-bom light shines clear, 
That makes the world at its true worth appear. 
And I begii\ my losses to assay. 

Nor need I fear what death reserves in store, 
Since He, my Saviour, felt that pain supreme. 
That I might boldly meet the final hour ; 

And she, who of my verse inspired the theme, 
Has lately felt in every vein his power. 
And slept in death as in a pleasant dream. 

• 

One of the commentators remarks that if Laura guided the 
poet in this world, it must have been by the path of virtue. 
By what better path {miglMr vic^ could she have conducted 
him to a happier life (vito uma c^cmni) ? Surely such a 
comment is superfluous, since in the first tercet the poet 
expresses his fa/Uh in Hue, the King, who suffered death in 
its aentest form. 

Ohe^l Re 9offen$ eon pi4 gra/oe pmuk 
We also op^n our eyes with wonder when another com- 
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mentatoT thinks ^ the King " (i{ JBe) amlngnoiu, nnce it may 
refer to the King of France or to the King of Spain, the 
subjects of each of vhom daim precedence for their own 
sovereign. Snch conunentazy as this is childiBh, especially 
as the poet expressly says that the example of that death no 
longer makes him fear death. 
The first line of this somiety 

Ogni giomo mi pear piA di mUT cmnif 

has been claimed for the ProyenQal poet Lnigi Americi ; but 
it seems to have been hardly worth taking from him, or con- 
testing when claimed. 



FiBST Yabiation of the Quatrains. 

1 2, 1 2, 1 2, 1 2, ) ^ , . m_ TTT 
345,43 5. } Tercet«asmTypeIIL 

SoNKBT LIX. — S' alprindpio risponde Ufine i I mezzo. 

If of the fourteenth year of my long woe, 
Middle and end like the beginning be, 
In yain I seek cool shade, in vain I go 
To meet the breeze. Love's flame so grows in me. 

No means to mle my thoughts will Love bestow 
For 'neath his yoke, not e'en my breath is free : 
And she hath caused me half away to flow 
Through eyes stiQ turned upon her constantly. 

Thus wasting go I on from day to day 
In secret grief, which I alone know well, 
And she whose glances melt my softened heart : 

How life endured till now, I scarce can tell, 
Nor know how long with me will be its stay 
Since death draws near, life hastens to depart 

This sonnet is one of inferior workmanship, and would not 
be introduced here but as an illustration of the peculiar 
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metrical airangement of which it is the only apecimen. It may 
be taken as an illnsttation of the remark in the Essay (15) 
that the more widely the poet departs from the legnlar types 
the less happy is the expression of his muse. In the original 
there is an awkward nse of the word mamOy which closes the 
firsty fiftih, and seventh lines of the qoatrains : in the first 
nse the word means '' the middle f in the second, '^ bounds ;" 
and in the third, *^ qnantity.** 



FiBST VaEIATION of the QUATBAINS. 

Sonnet GGXL. — QstMf^ fioAe ai mio doke riceUo. 

How oft I wander to my loyed retreat^ 
Others, and if I can, myself to fly. 
My breast, the herbage round, with tears I greets 
And agitate the air with many a dgL 

How oft I wander, and my grie& repeat^ 

In the dark woods, that shut out all the sky ; 
Seeking, in thought^ my soul's delight to meet^ 
Whom Death has ta'en ; for Death's release call I. 

I call on her from Sorga's waters dear, 
To rise as nymph, or goddess of the flood,' 
And on the bank before me reappear. 

Ah yes 1 on the fresh ^rass but now she stood 
Among the flowers ; her very self was there, 
Her look in sympathy with my sad mood. 

Muratori remarks that although this sonnet cannot take 
rank among Petrarch's highest flights, it contains so many 
beauties as to entitle it to an honourable post The diction 
is good, the thought is fall and well daborated in tiie 
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qnatiaiiiB, while the iTnagiiiation has foil plaj in the teroefca. 
The love of Bolitude is impraniyely givea in the second 
line, — 

Fuggmio aUndf e, i euer pud ms gU$90. 

His grief on the death of Lania is well expressed in the 
succeeding lines, as also his own, desire to follow her. In a 
gracefdl manner he brings Lanra into the solitaiy place, 
and represents her so Yividlj that the reader fancies he can 
see her as well as the poet 



Seoond Yabiation of the Quatrains. 

M' ? « ! 1' V' iTercetB as in Type IL 
3 4 3, 4 3 4. J ^'^ 

Sonnet GGXKXYIEL—Se lamerUar augeOi, 

verdifronde. 

What time birds pipe their plaint, and every tree 
Its green arms rustles in the summer air, 
And on the fresh and flowery banks, to me 
Gomes the hoarse mormnr of the waters dear; 

Pensiye, I write of Love, while seated here ; 

And her whom Heayen once showed, earth-hid, I 

see; 
I feel her living yet ; though distant, near. 
And answering aU my sighs in sympathy. 

I hear her pitying words — ** Why thus in woe. 
So prematurely waste thy life, and why 
Cause from those eyes that piteous stream to flow 1 

Weep not for me — ^I dying, did not die ; 
I only seemed to dose my eyes, for know 
I opened them in heaven's own light on higL" 
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llie above sonnet, which is the only example of thia 
metrical Tariation, id placed by Tassoni among the best of 
the anthor. Mniatori does not give it such high pzaisey 
although he admits the surpassing beauty of the last tercet, 
the freshness of the fiist quatrain, the skill with which Laura 
is introduced, the nobility of her sentiments, and the high 
finish of the whole production. With aU this commendation, 
the maiyel is that he does not unite with his brother com- 
mentator in. one general assent of admiration. The last line 
of the first quatrain may remind the reader of Yiigil — 

Ecce superciHo diyoei tramitis undam 
Elicit : ilia cadens xaucum per le^ia murmur 
Saxa ciet 



Thtkt) Vajboatigw op the Quatrains. 

1 2, 1 2, 3 1, 1 2, 1 rp^jc^i^g 3g ^ rpype II. 
3 4 3, 4 3 4. J ^^ 

Sonnet CLXXY. — Nm MS I»pam Ibero off 

Indo Idaspe. 

From Spanish Ebro to Hydaspe of Ind, 

Thougli seddng eyery bay and shore around. 
From the Sed Sea to cliffs which Caspian bind, 
On earth, in heayen is but one Phoenix found. 

Shall left hand crow or boding rayen sound 
My fate 1 My life the Sisters how unwind 1 
Since oyer Pity deaf as asp I find. 
And sorrows, where I hoped for joy, abound. 

But not in her alone, in him abide 

Who looks on her, sweet tenderness and loye, 
So much she has, there flows firom her a tide : 

And that my sweetness bitterness may proye 
Cares not^ or caring, sympathy would hide 
That Time too soon with grey my hair hath woye. 
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The commentatozB are indignant at the inegnlarity of the 
qnatzainB in this sonnet, of which this is a lare example of 
the author ; and indeed the only specimen of this yariation. 

As to the inteipxetation of the sonnet, Tassoni thinks it 
would puzzle Nasvius, the Father of the Augurs, to decide 
upon it. It has been suggested that Laura may have re- 
minded Petrarch of adyancing age by refening to his grey 
hairs, and that he exclaimed that there was only one Phoenix 
in the world capable of rising again from its own ashes ; 
although he, Petrarch, might be regarded as a Phosnix of 
misery, for his lot was so hard that he f oxmd pity deaf in 
Laura, from whom he hoped to obtain sympathy, since she 
was so fuU of sweetness that it overflowed and influenced alL 
who beheld her. But seeing him suffer so that his hair had 
become prematurely grey, she expressed no sympathy for 
hiuL Tassoni, who never shows too much respect for his 
author, remarks that the poor man was making baths for 
himself through his grief, II povero uomo era andato a' hoffwi 
per UdogUe. 

Tassoni makes the useless discovery that if the places 
named in the first quatrain be joined together by lines on a 
nuip, they will produce a cross. He also has some learned 
references on the subject of the augury of birds ; and gravely 
remarks that the asp is not really dec^ but that it closes its 
ears against incantations by burying one ear in the ground 
and stopping the other with its tail. Muratori, refening to 
this^ says that Tassoni does not object to Petrarch's use of 
the epithet '' deaf," ^he only makes a physical observation ! " 

Li conclusion, I may remark that tUs sonnet is somewhat 
diflLcult to translate into English, especially in the same metri- 
cal form as the original. Th^A I have attempted. Li Bohn's 
collection an inaccurate translation is given in blank verse. 
(See page 115 <mU.) 
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FiBST Vabiamon of the Tercets. 

1 2 2 1, 1 2 2 1,1^ ^. , 

Sonnet LXXVI,— -4W / IMa Liberta ! 

Alas! fair Liberty, thou'et made it plain, 
In leaving me, what was my state before, 
Ere the first arrow left me stricken sore, 
And gave the wound which may not heal again. 

My eyes were so enamoured of that pain. 
That reason's curb ayailM me no more ; 
They cease to take delight in human lore. 
But as first fascinated, so remain. 

For me no pleasure in men's talk is found 

Unless of her, my deatL With her loyed name 
I fill the air ; that name, how sweet the sound 1 

Love urges not to any path around 

Save that which leads to her; to sing her fame 
Is all my Muse can do — ^Love sets the bound. 



Sonnet dX. — Amor^ che ndpmmr mio fUm e regno, 

Loye, that in all my thoughts both liyes and reign£f, 
And fills my heart up, as his fayourite seat; 
Him armed, and isuoe to fiuse, I sometimes meet; 
Still he dwells there ; his ensign there maintjiinfl. 

She who has taught me love, has taught loye's pains ; 
A^d wills that modesty and reverence sweet, 
Should kindled hopes and warm desire defeat. 
Else she my boldness silently disdains. 
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Hence Loye retreats within my heart for fear. 
Trembles and weeps, and will attempt no more ; 
And nestling there, refdses to appear. 

What can I do, mj guide tamed mutineer, 
Unless to stay witii hun till life's last hour 1 
For he dies well, if love end his career. 

Muratoii says that it would he difficult to describe in more 
poetical language the condition of the enamoured poet, accus- 
tomed as he was to address Laura modestly and submisaiyely ; 
and if he sometimes yentuied to make use of wanner language, 
the quiet dignily with which she reproyed him. 

The last Une may remind the teader of Fropertius, Lam tri 

This sonnet formed the subject of a discourse deliyeied by 
Michael Angelo before the Aecademia deUa Onuctk The dis- 
coune is too long (it occupies in my copy fifteen closely-printed 
quarto pages), and deals too much in minute and yerbaL criti- 
cism, to be of interest to the general reader ; but a few ez- 
tiacts may be giyen with adyantage, especially as Michael 
Angelo was himsdf a great master of ^ sonnet. [See Essay, 
8^ and 12 note.] I must remark, howeyer, that the lecturei^s 
style is so redundant, that I haye fonnd condensation to be 
quite necessary in the translation. 

The discourse opens in a strain of pleasant badinage : — '^ It 
would be a maryellous and eyen supernatural thing, most 
worthy President, and most yirtuous AcademiciBns,if any one 
were to be found so expert iu the art of healing as to be able 
to cure a wound, howeyer slight, in the eye, the heart, or any 
other more noble part of our body, by the application of a 
simple argument So far is such a thing remoyed from the 
possible, that, were it accomplished, by so much greater would 
be the wonder. But in proportion as the object, or rather 
the subject, is the more estimable, so much the more remark- 
able would be the artifice referred to ; and the greater praise 
wotdd be due to him who, to the ills of the mind (for sudi are 
our yices) were to apply some useful medicine ; seeing that 
the mind is more noble than the body, for this is earthly and 
corruptible, that celestial and etemaL Hence our Master, 
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Erancesco Petrarca, is worlihy of the highest praise and com- 
mendation for the charming elegance and good sense that 
pervade all his poems, calculated as they are to cure the mind 
of one of its maladies. Bat I shall endeavour to prove that 
this especially applies to one of his sonnets, in. which, imder 
the discipline of his lady Lauiay he persnades with so much 
gentleness, that any one who, after an attentive study of this 
short poem, does not l)ecome cured, may infallibly despair of 
his own mental state. Our worthy President, seeing that I 
languished under such a malady, and had need of a similar 
cure, and moved by the love that he bears me (for which he 
has my thanks), thought that he could in some way assist me 
by requesting me to make a few brief remarks on this sonnet ; 
although in doing so he did not reflect that the attempt would 
procure but little honour either to him or to me. And you^ 
most courteous Academicians, do not blush for me because I 
venture to speak on so lofty a theme ; nor attribute foUy to 
me, or too much temerity, seeing that I am acting in obedi- 
ence to him who, by his ample privil^es, has fall power to 
command me to embark on this perilous sea ; on the waves 
of uncertain praise, exposed to the winds of ignorance and of 
censure, which wiU probably sink me as I go ploughing on 
with my small bark, handl^d^ as it is, with so little skill. 
And I trust you will not impute it to me as a fault that 
there has been so long an interval between the time when I 
received your commands, and this my attempt to comply with 
them ; since, regarding my small amount of skill, I wished 
to tzy to increase it before ascending this rostrum, where I 
become a sort of town-crier of my own ignorance,- and occupy 
a position which I am so unworthy to fill Be pleased, there- 
fore, to give me an indulgent hearing for this my brief lecture, 
and if you should suffer inconvenience in listening to it, you 
will be pleased to caU to mind the inconvenience I have been 
put to in producing it, contrary to my desire." 

He then read the sonnet, and proceeded as follows :•>—'' All 
things produced by nature are marked by so peifect a fore- 
sight and harmony that we are satisfied nothing is made in 
vain ; and that there is no part of any created being that has 
not its special object. Thus, to note a few examples firom 
terrestrial objects; — ^fisheB and birds have fins and wings. 
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wild beasto limbs, and bo on, for every animal ; — ^wbile man 
is endowed with the gift of speech ; so that, nnless the fishes, 
birds, and other animals had been famished with these 
members, their seyeral cfpecies mnst have become extinct soon 
after their creation. So also man without speech, which is 
his distinctiYe characteristic, not being able to express his 
wants, mnst haye remained singnlarly defective in all his 
operations. The hnman mind, which is naturally inclined 
to imitation, perceiving such exquisite providence in nature, 
strives to be like her in all the most useful and pleasurable 
aflbirs of this life. In this way he generates, as it were, a 
second nature, which we call Art, Now art has divers inten- 
tions and ends ; and is varied and divided into different 
branches, according to the means employed ia carrying them 
out As the objects of some are more elegant or noble than 
those of others, so are they esteemed more highly. Others, 
again, imitate nature under varied conditions, and require 
that the objects represented should, as it were, appear before 
the eye just as they do in life, as in sculpture and painting, 
whence these arts obtain for the most part their highest 
result, which is the refinement of the affections by the imita- 
tion in colour of the actions of men, and of men themselves ; 
and not only the imitation of nature and of the arts, or other 
objects which strike the eye, but also those which appeal to 
the sentiments, as we are informed Aristides the Theban 
painter knew well how to do ; for in many of his works the 
actions of the* mind and of the senses are expressed in a mar- 
vellous manner ; as, for example, in the case of the mother, 
struck with a mortal blow, thrusting, back her child which 
sought her breast, lest it should imbibe blood instead of 
milk. With this art of painting poetry is closely allied ; so 
much so, that painting has often been termed mute poetry^ 
and poietry, doguevU painting. Hence arises that close Mend- 
ship between painters and poets, ias in the case of Giotto and 
Dante, Petrarch and Simon of Sienna, which forms no weak 
illustration of my argument Not less so is the fact that 
many who have cultivated poetry have also fortified them- 
selves with the study of painting, as is related of Cratino, the 
comic poet ; of Dante himself ; and of others in our own time. 
And this alliance is not only necessary for the sake of the 
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assistance the one obtains from the other, but it natuially 
arises from the common object of both, which is imitation. 
They both imitate nature, and the general result is utility^ 
which is gained either by the representation of forms appeal- 
iDg solely to the eye, as in painting ; or appealing both to the 
eye and the ear, as in poetiy. And as Nature is not finllaGious 
in any of her works, so we may learn to read, through the 
thin veil of fiction, lessons that may inform us, or warn us, 
according to our need. 

'^ But putting aside for the moment the painter's art, we 
may remark that our Petrarca, in this sonnet, poetically depicts 
a lover who, transported by vehement desire and unfounded 
hopeis, is in danger of being caught in the whirlpool of vice 
and so overwhelmed ; but who, by the penetration and ad- 
monitions of the beloved object, corrects himself, and, for fear 
of offending her, regains a virtuous course. All this is folly 
expressed in the language of the sonnet, and firom it we may 
derive a lesson of moderation and self-deniaL 

^'Ikwe, ihaJb in aJl my thoughts, both Uvea and reigns, 

^ So vast and intricate is the forest of amorous science, that 
whoever ventures into it without the escort of religion soon 
gets lost in its intricate mazes. Hence many who have at- 
tempted to define love have had but an indistinct idea of its 
varied moods and tenses, and have failed to explain its real 
nature. Hence, for the sake of clearness, and for the better 
xmderstanding of this sonnet (which treats of love), it may. 
be convenient to state some of the more obvious forms, 
without pretending to any very great knowledge on the 
subject.*' 

He then distinguishes four principal varieties of love ; the 
first of which, dwine lave^ is t^t which Qod has for alL His 
creatures, whereby they are maintained and multiplied. The 
second is natwrai love, or love as it exists in nature (but pro- 
ceeding, nevertheless, firom the divine will), which gives 
motion to the celestial bodies, such as the revolutions of the 
heavens and of the planets ; and which also leads earthly 
objects to exert sympathy, as when plants move towards the 
9un or the moon, and the like ; or when bodies have some 
internal relation between them, as the case of the lodestone 
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and iron, or weight and the centre. The third, or hwrnan 
lovey ia that which reddea within oxunelyeB, and which mani- 
f estB itself in the intellect and in the sensea. In the intellect 
it leads na to the contemplation of Qod, and from His works 
we leazn to loye their Creator. Sensnal lore, which holds a 
much lower place, leads ns to take an interest in pleasing 
objects, or such as delight the senses. And this kind of love 
may be pnrely mental, as when the objects delight the eye or 
the ear ; or it may be corporal and pnoseworthy, as in conjugal 
relations, or otherwise blameable and worlihy of punishment. 
In the fourth place, there is animal love^ which does not 
regard the beauty of the object 

Which kind of love influenced our poet there can be no 
doubt, because, being a man, he could only love as such. 

The lecturer goes into a minute analysis of the sonnet, 
illustrating his remarks by extracts from other parts of 
Petrarch's Italian poems, and also from Dante, Boccaccio, etc. 
All this is too long and too minute for insertion here ; but I 
may give the conduding part of the lecture, which refers to 
the last line of the sonnet — 

Che hdfinfa chi hen ofnando more. 

'' And this last verse, by its proyerbial terseness, makes 
up the sum of the whole sonnet We may remark respecting 
it, that as death is the final termination of this our very short 
life, BO death is good or bad, according to the conduct of the 
life to which death puts a limit And as we generally notice 
those roads which are the most direct and of the best con- 
struction lead to inhabited places, while those that are tortuous 
and rough lead to forests and wild places, so our life, provided 
it has been conducted with rectitude, will be smooth and 
delightful in its end ; if otherwise, rough and rugged ; or, as 
our poet sings — ^ 

" To gentie souls Death opes the prison drear 
And sets them free ; but he is cause of fear 
To those who grovel in the earth, impure. 

And so it comes to pass that whoever is conscious in his dying 
hour of having striven after a good life, feels an inestimable 

^ Triortfo deOa Morte, cap. ii 
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contentedness, derived, aa it is, from the eternal beatitude ; 
while he who has lived dishonestly and viciously must , be 
tonnented with the dread of eternal infelicity. Death is, as 
our poet says, 

Only the breathing of a gentle sigh ; 

and is, in itself, probably not painful ; although an act 
which deprives us of this our mortal tenement cannot be 
pleasurable. Nevertheless, whoever passes an honest, praise- 
worthy life, as he does who adores truth and strives after 
perfect love ; who contemplates Qod and celestial things ; 
has a due regard for terrestrial ones, which are subject to 
us, and restrains his appetites by moderation, will arrive 
at a most peaceful and happy end, as was the case with our 
poet. Following his example, and cultivating a high and 
lofty love, we shall pass through the narrow and uncertain 
passage of death without fear, and become happy, as we know 
from the teaching of Htm who always was, and always will 
be, the most munificent benefsu^tor of all who honestly strive 
after the better way. 

^ Such is the small amount of seed that I have been able 
to contribute to this most fertile field, after ploughing it with 
the ploughshare of my small knowledge." He then thanked 
the }itr^igfMMym Aceademid for their kindness in being so 
attentive to his lecture, and thus ended. 

FmsT Vaeiahon op the Tercets. 

Sonnet GGXLI. Alma f dice, ehe soverUe tomi 

happy spirit ! deigning to descend 

With consolation for my nights of woe ; 

Gazing with eyes not quendied by death, ah no ! 

But with earth's beauty, heavenly beauties blend. 
What joy that thou consent'st thy aid to lend 

To make my days again in gladness flow ; 
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So that I seem again thy eharms to know, 
As if embodied thou didst earthward wend. 

Here, where for years I sang thee constantly, 

Now weep thee ; bat wJiy tell what meets thine eyes t 

> Weep thee ! said II No ! weep the loss to me. 

Midst many troubles nought of peace can be, 
Saye that at each return I recognise 
By voice, by face, attire, and walking, Thee. 

Miuatori'B comment on this sonnet is instracdye, iUus- 
tratjng, as it does, how sensitiye the Italian literati are to 
defects which in a similBT production in English would pro- 
bably escape notice ; bo litfle are our poets aliye to the con- 
ditions required to make a good sonnet He points out the 
great beauty of the first quatrain, especially of the third and 
fourth lines ; and also of the first tercet, in which the poet 
expresses his grief for Laura, and then corrects himself by 
taiuing the grief upon himself. In the second quatrain he 
does not appear to make progress ; biit repeats less happily 
the idea of the first A similar objection applies to the 
second tercet, which is but a repetition of what has been 
already said in the second quatrain. Tassoni compares this 
tercet to an orange which does not yield sweet juice to our 
pressure ; siace the consolation that the poet refers to was 
not simply on account of his recognition of Laura's dress, 
walk, etc. ; but because shd appeared to him in her own 
proper form, as he had already remarked. 

Some further obeeryations on this sonnet wUl be found in 
the Essay (§ 39, p. 119). 

FiBST Vabiation of the Tercets. 

«.«'«.«> ' \ Quatrains as in Variation I. 
3 4 3, 3 4 3. ) 

Sonnet CCLXX. Quel rorigniuol, che si soa/ve piagne. 

Ton nightingale that thrills out his lament. 
May be for nestlings lost^ or consort dear. 
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With sweetness filler the air^ the plains, intent 
In piteous, yaried notes to express his care : 

And all night long his woes with mine seem blent, 
Beminding me too well of* my despair. 
The blame was mine so far my folly went, 
I thought a goddess had not death to fear. 

How soon deceiyed is be who rests secure I 

Who would haye thought eyes brighter than the sun 
Could moulder to a little earth obscure ! 

And now my cruel loss has made this sure, 
liying and weeping I haye had to learn 
That what delights on earth cannot endure. 

A tender Bweetnees pervades the first six Hoes of this son- 
net, which may remind the classical reader of Yiigil in the 
Geoigics:^- 

Qatdu poptdea mcerens Philomela mb wnbra, etc. 

The author then quits the nightingale, and indulges in a strain 
of poetical exaggeration. But, as Muratori remarks, an idol- 
ater has many privileges. Nevertheless, the melancholy strain 
of the bird naturally suggests melancholy thoughts to a nund 
prepared to secrete them. 

In the last line of the second quartet I should have pre- 
ferred to write : — 

^0 think Deatih's dart an angel's life would spare ! 

only the poet has ^ goddess" (Dm). 

The second and third lines of the first tercet run thus : — 

Qu^ dfuo hei Iwmij astai pi/tl die 7 Sol e^usK, 
Chi penad mofi veier fair terra oscwra f 

Muratori objects to far terra oeewra (Jofre being here used 
in the sense of dwenire ** to become '*) and would, have pre- 
ferred/or Morte oecuri; that is, ''Who would have believed 
that Death could have miade those bright eyes obscure ?" 

It is curious to compare the real meaning of the above two 
lines with the three translations given in Bohn. The first^ 
by Wrangham, is nonsense :-^ 
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^ Who would have deemed the darknees, which appears 
From orbs more brilliant than the sun should rise ?*' 

The translator evidentlj took terra oscura for ''a darkened 
world," but how this should arise from, brilliant eyes does not 
appear. 

The second {AnorL Ox. 1795) is nearer to the original : — : 

^ Who could have thought that to dull earth would turn 
Those eyes that as the sun shone bright and pure ?" 

The third is by Charlemont : — 

^ The radiance of those eyes who could have thought 
Should e'er become a senseless dod of day f " 

How can " radiance " become a " dod of day '* 1 
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122 1,122 1,1^ . . , 

346,543. J^**^^^^^- 

Sonnet LXXn. — Piii voUe Amor iricma giU detto : Scrivi 

" Write ! " is the order Love oft gave to me : 

'' What thou hast seen, in golden letters write : — 
I make my subjects pale before my sight. 
And in a moment dead or alive to be. 

Time was, a subject true, I found in thee, 
And thy example could to lovers cite ; 
And though some higher toil madest thee take flight, 
Me on the road, to ensnare thee, thou did'st see ! 

If the bright eyes I used as my loved throne, 

IVom which thou first didst feel my influence high. 
Making thy heart so hardened, hard no more. 

To me my bow, all conquering, restore. 

Thou mayst not always boast a tearless eye. 
For I am fed on tears, as thou must own." 
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The commentatoTS regard the poetiy of thiB Bomiet as being 
better than its logic The inventioii is good, the peisonifica- 
tion well sustained, and Love speaks with a force and fulness 
worthy of himself, while the idea that Laura's bright eyes will 
restore to him his bow is chaiming. But it is said that the 
poet is required to write in letters of gold certain of the effects 
of Love's power ; but why, or wherefore, or whether he obey, 
we are not told, since Love continues to speak all through the 
poem. To get over the difficulty, this sonnet is supposed to 
be meant only as an introduction to the next, Sonnet LXXIII. 
[See next page.] 

Qucmdo gvugne fer gli occhi al cor profondo. 
When mine eyes have thine image inward led. 

But it seems to me that the large amount of objection that 
has been written on this sonnet becomes rather superfluous 
when we consider the circumstances under which it was 
written. The poet was about to set out for Borne on public 
business — and he welcomed such employment, as enabling 
him the more readily to forget, if not overcome, his passion. 
Love bids him write about his own power, since, having expe- 
rienced it, he was the better able to describe it ; and goes on 
to say that our poet made so good a lover that he was a 
pattern to other lovers ; but warns him that although he 
fmcies he has shaken off his passion, he will meet him on 
the road, as he had done aforetime ; or, in other words, the 
poet will think of Laura's bright eyes, and so Love will recover 
hiB bow, that is, re-assume his power ; for the poet knows that 
although he could forget his passion by keeping his mind 
employed on other thLigs, yet this was only a temporary 
resource. AU this displays skill and originality, and seems 
to be sufficiently complete without the prosaic requirements 
of the commentators above referred to. 
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Thibd Yabutiok of the Tebcets. 

SonnbtLXXIH 
Qacmdo gifogm per gli aechi dl corprofando. 

When mine eyes have thine image inward led 
To the BOuVs depths, all others leave the heart; 
The strength that mind to body can impart 
Fades, and the limbs seem powerless and dead. 

From this first miracle anon is bred 
A second — ^that which must so depart 
Flies from its home to seize on thee in part, 
Gaining reyenge, in its own exile glad. 

Two faces now assame death's paUid white 

Because the strength which gave to each life's glow 
Nor one nor other has the power to show : 

Bemembering well what to that day I owe, 
When two so transformed lovers met my sights 
My own face shows me in the self-^ame plight. 

This is one of Petrarch's obscnie soimetB, and as it gene- 
rally happens, when the tercets are irregularly constructed, 
by no means one of his best. Nevertheless Tassoni devotes 
to it several pages of learned comment, with references to 
Aristotle, Lucretius, and the poetic vision of Flato. The 
poet seems to imply that in the case of two deeply-smitten 
lovers there is a sort of mutual transmigration of souls. 
When the beloved object enters by the eyes into the depths 
of the heart, it expels all other thoughts and imaginations, 
and the vital power of the body seems to &de away. This 
first strange effect, by a kind of refiex action, leads to similar 
results on the other side, for the nund driven from its own 
seat partly takes possession of the adored object, and thus, 
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rcijoicing in its own exile, takes revenge for being expelled ; 
that iSy it produces in the other the same effect that it had 
itself experienced. Hence both the lovers become pale, etc. 

The translation of this sonnet in Bohn is in rhymed 
couplets. The translator does not seem to have taken suffi- 
cient trouble to arrive at the meaning of the sonnet, and 
hence his result must, I think, be unintelligible to the general 
reader. 

FOUETH VABUTION OF THE TbEOBTS. 

Sonnet LXXIY. — Oosi potest io ben dmder in versL 

Covld I embalm, in verse, my thoughts as well 
As in my heart they all embalm^ lie, 
No mortal trained to deeds of cruelty, 
But I would make to pity's side rebel. 

But ye, bright eyes 1 whose arrows so assail. 
That shield and buckler every aid deny ; 
Without, within, helpless, ye see, am I, 
Though ly in open plaints, my griefs ne'er telL 

Since thy keen sight pierces me through and through. 
As the sun's rays light up transparent glass, 
No need that I in words express desire : 

Mary and Peter had true faith ; alas 1 

That my true fisdth alone should kindle ire. 
And no one understand my case, but thoiL 

The commentators place this sonnet among the best of the 
author ; although some of them object to the introduction of 
Mary and Peter--rmiscere sacra profanis ; while one commen- 
tator, remarking justly the profound reverence uniformly be- 
stowed by our poet on sacred things, bursts out into the fol- 
lowing exclamation — ^ Oh ! if Petrarca and Laura were able 
to return here, and read the doubly distilled nonsense that 
has been written on his poetry, how they would laugh 1" 
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I Sestina fkom Petrabch. 

Chi h fermato di memao' sua, vita, 

Wlio of deliberate choice will spend his life 
Upon the treacherous waye, among the rocks^ 
Severed from death but by one little ship. 
Must count on being always near his end : 
Hence, prudent he, who would return to port 
While yet the helm has influence o'er the sail ^ 

The gentle gale,^ to which both helm and saQ 
I trusted, entering on my amorous life, 
With the full hox)e to make some better port, 
Has led me since among a thousand rocks : 
The reasons of my so unhappy end, 
As much within were as without my ship. 

Shut up for many a day in this blind ship^ 
I wandered, not once looking to the sail ; 
And so, before my time, I reached the end : 

The poet, refening to his own life, adopts the metaphor of 
a ship. 

^ That 18, while reason ia able to goyem passion. 

' Laura, to whom, on embarking on the sea of love, he submitted 
both reason and will : hence the danger of being oast upon the rocks 
— lost in an improper love. 

* The blind ship, his own body : deceiyed by his passion and 
trusting the helm to Loye, he is in dread of being wrecked, but it 
pleased Heayen, etc. 
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But it pleased Him, to whom I owe my life. 
At least so far to free me from the locks 
That in the distant view appeared the port 

As lights by nighty bright shining from some port, 
Are sometimes seen at^ea by passing ship, 
Unless concealed by tempest or the rocks ; 
So I, above my well-inflated sail, 
Saw indications of that other life,^ 
And then I sighed that I might reach mine end 

Not that I were secure, though at the end,^ 
But striving while 'tis day to be in port 
Is a long voyage for so short a life. 
And thQ^ I fear that in such fragile ship. 
The wind, beyond control,*^ may fill my sail. 
And hurl me forward helpless on these rocks.^ 

Escape I living from these dubious rocks, 
And if my exile ^ have a prosperous end, 
How happy shall I be to furl my sail, 
And cast my anchor in some friendly port ; 
Unless I bum, like some ignited ship. 
So hard for me to quit my accustomed life. 

Lord of my end, and Lord too of my life. 
Before my ship is wrecked among the rocks, 
Oh, guide to some sure port the much vexed saill^ 

^ He obtaxnB glimpfles of the celestial life. 

' He Ib not oat of danger, seeing that with Mb finul ship (his weak 
body) he has yet to make the voyage of life ; and, in consequence 
of his feebleness of purpose, he may be dashed upon the rooks of 
an irrational life. 

* The wind— his love for Lanra or for the thiogs of this world. 

^ Desirous of celestial good, he fears, nevertheless, that it will Be 
impossible for him to conquer old habits. 
' He regards life as a state of exile. 

* The terminal words used in the six preceding stanzas are all 
brought into the eommiaio according to the law of the sestina. 
[See Essay, p. 14.] 
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II.— Feom Pbtraech. 

Madbioal. ) PercK alviso d! Amorporiaoa 

1 2 1, 3 2 3, 4 5 4 5. J insegna. 

Since, in yon pilgrim's face, Love's ensign trae 
I see, this foolish heart suggests that I 
No more to other's charms pay reyerenoe dne : 

And following her upon the verdant grass, 
I heard a lond voice in the distance cry, 
^ How many steps in the wood are lost, alas i" 

All thoughtful then I sought the shady screen 
Of a tall beech, and gazing aU around. 
Marked well how perilous my way had been, 
And back, ere half the dky had passed, returned. 

The poet, fjEuncying he saw in Laura's fjEtce some indications 
of love (Love's ensign true), followed her on the green ver- 
dure (that is, where hope seemed to be budding), when he 
heard a loud voice in the distance (the heaven-bom voice of 
conscience) c];ying out how men waste their time in this life 
(the gloomy wood of Dante). Thus admonished, he sought 
the cool retreat of reason, from which he contemplated his 
danger, and resolved while yet in middle life to flee from it. 
This is one of the many indications of Petrarch's resolution 
to renounce his love for Laura. 



IIL — ^Fbom Petrabch. 

12 2, I PerM gudy che mi irasse ad amar 

343442 2, f prima. 

665662 2. J 

Though by another's fault, my own first love 

Is ta'en away from me ; 

Yet still I vow to her my feally. 
Amid her golden hair was hid the snare. 

Which Love about me wound ; 
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Of those bright eyes, so chill the glances were^ 
That I, my heart ice-bound. 
By Tirtne of their sadden splendour fonnd ;^ 
Hence the mere memory 
Causes all other loyes saye hers to flee ! 
Now that the auburn tresses I so prize, 
I see, alas ! no more j 

And the sweet glances of those honest eyes, 
Departed I deplore ; 

And since well-dying honour will ensure, 
Let Lore ne'er set me fi«e 
From such a tie, by death or misery.^ 

^ The three lines terminatixig hero haTO been miainterproted by 
several translaton. 

E dt£ begli oaM mone Ufreddo ghiacdo, 

Ohe mi passd nd core 

Con la virtd cFtm mibUo splendore, 

Thna, to give only one example, Dr. Nott has — 

" And from those eyes he caught the ray 
Which thawed the ice that fenced my broast." 

This is qnite contraxy to the meaning of the original. Ariosto 
in his 22d isonnet follows Petrarch : — 

At the first lightning flashes of thine eyes, 
I feel within, without, a freezing cold. 

' The last three lines are somewhat obscore ; but the poet seems 
to mean that as the loving of a worthy object refines and purifies 
the soul, he prays Love that he may not be seyered from such an 
object, either by death or suffering. 

rv. — ^Feom Pbtraech. 



Madbigal. 7 Or vedi^ Amor^ che giawneUa 
12213 3. 34 4. ( Donna. 



Now Loye ! behold that lady young and fdr, 
Who scorns thy rule, nor heeds what I endure, 
Besting 'twixt two such enemies secure ; 
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Thou armed — she in her lobe and flowing hair, 
Seated where grass and flowers her bare feet hide ; 
Sj her I am nnpitied, thou defied. 
Her prisoner I ; if pity only guide 

Thy well-strong bow, and but one arrow thine, 
take revenge for thy sake and for mine. 

V. — ^From Pbtraech. 

12312344 I ^^'^ awfl'efe^to zoma TaU accorku 

A beauteous angel, circumspect of wing, 

From heaven descended to this verdant shore, 
Aa I passed heedless to my &te unseen. 

And seeing me guideless, Mendless, wandering, 
She stretched a silken snare my way before. 
Where the fresh grass had made the pathway green.^ 

Nor did it vex me to be made her prize, 

So sweet the light that issued from her eyes. 

1 This is another indication that Petrarch fell in love with Laura 
not in Avignon, but in the country. —See Ko. YII. 

VI. — ^On the Ltterabt Habits of Petraech's time. 

Many passages in Petrarch's ^letters illustrate the literary 
habits of his time, and the difficulties of multiplying books 
before the invention of printing. Petrarch ^usually kept flye 
or six copyists at work, but, as he remarks in one of his later 
letters, ^^ now only three, on account of the dif&culty of getting 
good ones. Illuminators are leas rare." He frequently com- 
plains of the professional scribes — '' They promise mudi, peiv 
form little, finish nothing, and spoil alL" ^' If you have not 
received my verses, it is not on account of my n^ligence, but 
of that of tiie copyists, who constantly disappoint me, so that 
my studies suffer greatly on their account They not only 
break their promises, but keep the trif es entrusted to them, 
pretending they are lost ; so that I must either become their 
slave or cease to employ them." In apologising to a Mend 
for having kept his Cicero upwards of four years, in order 
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that he might copy it with his own hand, he laments the 
dearth of copyists capable of understanding such a work, f ' This 
occasions great loss to literatnre, since works already ohscore 
are rendered unintelligible by them. In this way many 
treasures are lost." In reply to an application for a copy of 
his treatise De Vita soUtaaia he writes : — ^^ Qod is my wit- 
ness, that ten times and upwards I have endeayoured, if the 
style were not such as to give pleasure to the mind and the 
ear, that at least the written characters should please the 
eye ; but all my attempts to overcome the well-known 
evasions of that part of the literary world known as the 
copyists, have been vain. It may appear incredible that a 
work that required only a few months for its composition^ 
cannot be copied in as many years. . . . After many delays, 
I left it as good as copied in the hands of a priest I know 
not whether his promise will be held sacred, as befits his 
sacred character, or be as fallacious as that of a copyist." In 
sending his poems to his fiiend Pandolfo Malatesta, he apolo- 
gises for the bad writing on account of the difficulty of finding 
a copyist ; and he remarks on '^ the scarcity of those who 
devote themselves to this occupation and their idleness." 
He also apologises for the binding ; had he not been so iax 
away, the two volumes would have been bound in silver. 
He adds — ^^ There still remain many other things of mine in 
the vulgar tongue, but they are so torn that it is difficult to 
read them. When I happen to have a spare day, I amuse 
myself in bringing them together ; but this rarely happens. 
I have ordered some blank leaves to be put at the end of 
each of the two volumes, and if I succeed in putting together 
something ebe, I will send it in separate pages." 

Books were so necessary to Petrarch's happiness, that in 
his frequent travels he gave as a reason for requiring so many 
horses, that he had to take with him his books. It is to be 
deplored that the magnificent library presented by him to 
Venice should have been so little esteemed that in a few 
years it perished from being kept in a damp room. 

It is remarkable how large a portion of their time Petrarch 
and other literary men devoted to the copying of works of 
importance. Thus Boccaccio (who was in tiie habit of lectur- 
ing in public on the DMna Oommedid) sent to Petrarch a copy 
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of Dante's great poem, written entiiely in his own hand. 
Petrarch endeayonrB to conaole himiBelf for the labour of 
copying, by the neceaaity it imposes for slow and thonghtfdl 
reading, '' so that in the act of writing many thoughts are 
suggested that wonld have been lost by a more rapid method." 
If the labour became at any time irksome, he called to mind 
that Cicero copied books with his own hands, in order, 
as he says, not to be idle on holidays, or days devoted to 
spectacles. 

Letter-writing was also a feature of the age, and took the 
place of our Hterary papers and reviews. So eager were 
people for news, that Petrarch complains of men in Cisalpine 
QauL who stopped the couriers, opened the packets, read the 
letters, and copied whatever took their fancy ; and, to save 
themselves the trouble of copying, they sometimes even 
. kept the packets. 

It was also a common practice to commit interesting pass- 
ages to memory, so that they could be readily reproduced 
when friends met together. Instead of sending to the library 
for a volume, as we are accustomed to do, some one was in- 
vited to draw upon the treasures of his memory for the 
entertainment of the company, or for the support of an 
argument Thus the history at the end of Boccaccio's Dih 
Cameron ''made so lively an impression on me," writes 
Petrarch, ^ that I have committed it to memory, in order to 
retail it sometimes in chatting with my friends." 

We get some idea of the mode in which a book was pub- 
lished in the proposal of Coluccio, after Petrarch's death, to 
revise his Latin poem Africa, put a summary at the head of 
each book, as Ovid had done for the .^bieid, and then to get 
a number of copies made, and send one to Bologna, one ^ 
Pkiris, one to England, and one to Florence, to be deposited in 
a house to which the public had access. 

There seems to be some ground for the idea that Petrarch 
undervalued Dante's great poem, because it was not written 
in Latin. He did not even possess a copy until late in life 
when he received the one finom Boccaccio, who in the letter 
which accompanied it, thought it necessary to explain away 
some Latin verses in praise of Dante, whidh he had prefixed 
to his copy, in order not to wound the susceptibilities of his 
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MencL Petrarch complains of people muidering hia ItaHon 
verses, and adds — *^ That is one reason why I renounced the 
vulgar tongue in which I composed in my youth. I dreaded 
that which I have seen happen to others, and, above all, to 
Dante, whose verses I have heard mangled in the public 
highways and in the theatres ; not daring to flatter myself 
that I could make men's tongues more flexible, and the pro- 
nunciation of my verses more sweet. The event proved that 
I was not wrong. The verses that escaped from me in my 
youth are in the mouths of the people, who maim them so, that 
that which I formerly loved now displeases me." . . . '■ How 
could I envy Dante, I who do not even envy Yirgil ? But 
what do I envy % the hoarse applause of fullers, tavemers, 
butchers, and other people of the like kind, whose praises are 
an injury rather than an honour? I rejoice in being de- 
prived oi such honour, in common with Virgil and Homer/' 
The fact is, that in the long and interesting letter to Boc- 
caccio, from which these extracts are taken, Petrarch seems to 
place himself above Dante, because he, Dante^ seriously de- 
voted his life to writing in the vulgar tongue, which was only 
the amusement of Petrarch's youth. [See page 161, on^.] 

Literature received no encouragement from the Church. 
So ignorant were the higher clergy, that the cardinal, who 
afterwards became Pope Innocent YL, imagined that Petrarch 
must be a sorcerer because he read YirgiL A Chartreux 
monk waited on Boccaccio, and warned him that it had heen 
revealed to one Father Petroni, that unless he, Petrarch, and 
some others, ceased to write poetry, etc, they would be lost 
Boccaccio, in a letter to Petrarch, relates the details of this 
visit, and asks for advice. Petrarch repHes that such things 
are often done to conceal imposture. ^ Had the monk paid 
me a visit, I should have tested his communication by his 
age, his eyes, his manners, his dress, his general appearance, 
his mode of sitting down, his voice, his address — all these 
things would have enlightened me. . . . literature is not an 
obstacle to holiness, "^ere are many roads to heaven, long 
and short, bright and obscure, high and low. Ignorance Ib 
the route taken by the idle ; nevertheless, the sciences can 
produce as many saints as ignorance ; and we must beware how 
we compare an ignorant devotion with an enlightened piety." 
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VII. — On the Identification of Lauba. 

It fitill lemains a liteoraiy problem of high interest, as it 
respects, the character of a great and good man and a pure 
writer, whether the Laura of Petrarch and the Laura of the 
Abbd de Sade are identical During upwards of four cen- 
turies the common belief was that Laura was never married, 
but in 1764 the Abb^ published, at Amsterdam, in two large 
4to volumes, and in 1767 a third volume, his skilful and 
amusing MkMW€» jpcur laviedsF. Feiirargue. In this exten- 
sive work, in which the archives of the De Sade feumilj 
appear to have been thrown open for the first time, the 
Abb^ endeavours to prove that Laura de Noves was the 
daughter of Audibert de Noves, a gentleman of Provence, 
that she was bom at Avignon in 1307 or 1308, was married 
in January 1325 to Ugo de Sade, a noble citizen of that 
place, was first seen by Petrarch in 1327, two years after her 
marriage, in the Church of Santa Clara in the same dty, 
where she died of the plague on the 6th April 1348, having 
been the mother of seven sons and four daughters. 

This theory, supported as it is by a large number of fjEumly 
and other documents, and by much acute reasoning, made a 
profound impression at the time, and has been, with some 
exceptions, generally accepted ever since. Qibbon gave it 
his powerful support in a note appended to the last chapter 
but one of the Decline and Fall, and one of the latest writers 
of authority, Ugo Foscolo (1823), also adopted it ; since which 
the .biographical notices of the poet that have appeared in 
our cyclopesdias, etc., and separately, such as that by Thomas 
Campbell, have adopted De Sade's theory. 

And yet it is surprising that little or no notice should 
have been taken of a work by one of Campbell's country- 
men, namely, Alexander Fraser l^tler, afterwards Lord 
Woodhouselee, who, in 1784, published a pamphlet in refu- 
tation of De Sade's theory, and also, in the fourth volume 
of the " Transactions of the Boyal Society of Edinburgh," 
^ A Dissertation on an Historical Hypothesis of the Abb^ de 
Sade." A fuller statement appeared in 1812, entitled '^ An 
Historical and Critical Essay on the Life and Character of 
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Fetrarcli.'' Some Italian writen alBO took up the Bobject, 
among whom may be mentioned Piofesaor Manand^ who had 
the honour of leatoring to its integrity the text of Petrarch's 
poems, and who states at the end of his BQilMUca, Petrcurehetca 
(p. 231) that he had prepared a refutation of De Sade's 
theory, but threw it aside on reading the masterly essay of 
Lord Woodhonselee. 

I may also refer to the historical notes apx>ended to the 
fourth canto of Lord Byron's " Childe Harold/' by Mr. Hob- 
hoose. In his annotation on the 26th stanza, which ends 
with the couplet, 

'' Watering the tree which bears his lady's name 
With Ms melodious tears, he gave himself to fGune," 

he says : — ^ Thanks to the critical acumen of a Scotchman, 
we now know as little of Laura as ever. The discoveries of 
the Abb^ de Sade, his triumphs, his sneers, can no longer 
instruct or amuse." 

It must not^ however, be supposed that no researches had 
been made as to who Petrarch's Laura really was tmtil the 
Abba's theory was promulgated. As early as 1 620, Yelutello, 
in his notice of the poet prefixed to his annotated edition of 
the Italian poetry,^ inade some remarks on the subject. He 
was informed by a very old man, named Qabriel de Sade, 
who claimed to be descended from Ugo, brother of John 
de Sade, father of Laura, of Gravesons, a property of the 
family, where she was bom, that she was living between 
1360 aud 1370 ; but this date not coinciding with the 
Laura of Petrarch, he searched the parish roisters in' the 
neighbourhood of Yaucluse, and found an entiy of Laura, 
daughter of Arrigo di Chiabau, signor of Cabri^res, baptized 
4th June 1314, and that she died there, and was buried at 
the Franciscan Church of Lisle, dose to Oabri^res and Yau- 
cluse, to which the people of those places were accustomed to 
go to mass. 

Now it is contended that Laura di Chiabau, who was 

^ Yelutello is one of the most jiidicioiis of Petrarch's commentators, 
and has fanuslied later writers with a good deal of materiaL I have a 
copy of his book, a new and enlarged edition, Yenice, 1552, containing 
ahont 880 leaves. 
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bom, and liyed and died, at Oabri^res, and waa never mairied, 
18 the Laura of Petrarch. 

This theory has been adopted by many writers, and has also 
been opposed ; the chief points of opposition being the doubt 
as to whether there were any baptismal registers in the 
fourteenth century ; and also whether at that time Cabri^res 
was anything more than a waste, uninhabited place. More- 
over, if Laura was bom in 1314, and Petraicb first met with 
her in 1327, as we know from his 176th Sonnet, Laura 
could have been only between twelve and thirteen years of 
age ; whereas, in the imaginary dialogue with St. Augustin, 
the saint says that Petrarch is only a few years older than 
Laum — ^^'si vero paucorum numerus annorum quo illam 
prsdcediB," and it is contended that ten years in the course of 
a human life would not be called a few years older. But, in 
answer to this, the sestina Ami tre di, etc, according to the 
judgment of the best commentators, makes Laura, when 
Petrarch first saw her, to be only twelve or thirteen years of 
age ; and in this poem she is referred to as a '^ tender flower,** 
tenero Jiore, which is more applicable to a young girl than to 
a woman of nineteen or twenty, and who, according to De 
Sade's theory, was married and already a mother. 

So much as to Laura's age; next as to the phuje of her birth. 
hx the 264th Sonnet the poet invokes the beatified spirit of 
Laura to look upon him in compassion while he is wandering 
sorrowfully on the banks of the Sorga ; but not to look upon 
her birthplace (Cabri^res) near the source of the river, nor 
upon the adjoining meadow where their love commenced, be- 
cause he would not remind her of that which had been a source 
of vexation to her, namely^ to have been bom in so humble 
a place. So also, in the Trionfo deUa Morte, Laura says — 

Displeased am I, as it respects myself, 
That I was bom in so obscure a place. 

That' is, she imagined that, having become the theme of so 
much beautiful poetry, she ought to have had a more exalted 
birthplace, such, in feict, as Avignon would have been. 

In the 247th Sonnet, F ho pirn di sospvr^ etc., the poet 
climbs the hills of Yauduse to look down upon the lovely 
plain ^ where she was bom, who held in her hand my heart, 
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both in its time of flowering and of firuiting." The lovely 
plain here referred to most be Gabri^res ; it could not have 
been Avignon, for that is fifteen miles ofi^ and not visible from 
Yanclase ; moreover, it could not be caUed '^ a lovely plain." 

In the 260th Sonnet, also written at Yaaduse, the poet 
expressly points to the spot from which ^ her naked spirit 
ascended to heaven, leaving its lovely tenement to earth a 
spoil." That is, she died in her other's house at Gabri^res, 
and not in Avignon. 

Between thesd two events, namely, the birth and the death 
of Laura, there are numerous passages which associate her 
life with the objects in and around Yauduse, forming a body 
of internal evidence which ought surely to outweigh the ex- 
ternal and inferential evidence collected so assiduously by an 
interested witness, even supposing him to have been honest, 
who was anxious to connect with his own family name the 
name of a lady rendered famous by Petrarch's poetry. 

Now this poetry is so intensely personal, and the character 
of the poet so thoroughly honest and straightforward, that 
any evidence derived from it ought to have great weight. 
Even where the treatment is aUegorical, the poet is stiU 
dealing with his own personal history, thoughts, and feelings, 
and there is no difficulty in tracing tiiem. 

Were I to discuss all the points of this controversy, this 
note would assume the dimensions of a volume. Enough will 
have been done to vindicate Petrarch's character if it can be 
proved that his Laura was never married. All that De Sade 
proves is that there was a married lady of Avignon named 
Laura, but he does not prove that she was Petrarch's Laura. 

I propose to examine briefly what De Sade considers to 
be the strong points of his theory. 

I. In his Latin, as in his Italian, writings, Petrarch refers to 
Laura as muUer^ foBminay donnay madonnay terms applicable to 
a married woman ; and not as virgoy pudla, verffine, darueUay 
etc., which he would have done had Laura been unmarried. 

The Abb^ here overshoots the mark, and proves too much, 
seeing that Dante, Oino, and all the poets of that time, as 
well as the poets of a later period, Tasso, Ariosto, etc, 
address their ladies as Donna and Madonnay in cases where 
they are known to refer to immarried women ; and Zotd, in 
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his edition of Petrarch (iii. 242), gives a number of cases, and, 
among others, from, the Roman law, to proye that mulier and 
fomUna are equally applicable to nnmanied and married 
women. But in one of his Eclogues (the eighth) Petrarch 
does refer to Laura under the term ptuUa (which, however, 
proves nothing, seeing that the term also applies to young 
married women) ; but in the third Eclogue, in relating the 
story of his love to Daphne (the Laurel), he says he has wooed 
her during fifteen years, and that she is still free — 

Tu cui libertas salva est tibi consule Daphne. 

See also the 167th Sonnet, Una caatdida 60rva,^tc., Appendix, 
No. Vni., page 223, and note, page 224, po$tecL 

n. De Sade says that when Petrarch describes the dress of 
Laura, it is that of a married woman, to whom rich dresses, 
tiaras of gold, pearls, etc., were limited ; while unmarried 
women were made to dress much more simply. 

Here, again, the Abb6 proves too much, for, according to 
his view, Laura must have been unmaiiied when Petrarch 
first met with her, when '' her golden hair was streaming in 
the wind ; ** but it is not true that rich attire was limited to 
married women, seeing that daring the pontificate of Clement 
YL a decree was published prohibiting the use of gold, silver, 
ermine, and silk, in the dresses of all females, except the 
relatives of the JPope, the wives and daughters of marshals, 
barons, etc. Moreover, in the 163d Sonnet, the poet again 
refers to Laura, who once wore her hair loose but now con- 
fines it with pearls and gems, which formed a common 
difference between a young girl of rank and one some years 
older ; so that here is an additional evidence that Petrarch 
knew Laura when she was unmarried. Indeed, he refers to 
her as '^ the young damsel, who now is a woman,** 

La heUa ffiownetta ch* ora i donna, 

as if he would say that he knew her sd^ girl, when she dressed 
as became her age ; and that, now she is a woman, she dresses 
according to her age and rank ; but the line just quoted does 
not, as De Sade supposes, refer to her unmarried and married 
condition. [See Canzone, In queUa parte, Stanza II.] 

IIL The Abb^ says that had Laura been unmarried, the 
"Triumph of Chastity^ would have been the "Triumph of 
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Virffimiy^ (wMeh does not at all follow), and the poet would 
have given lier yiigina as companionB, instead of matrons. 
This IB simply a misstatement, suice, in the poem in questLon, 
Virginia, the nine Mnses, and one of the vestal yiigins, are 
introduced ; and he says, moreoyer, 

lo non poria le sacre henedette 
Virgini eh* ivi fur, elwuder in rime, 

(I am not able to include in my rhymes the sacred blessed 
virgins who were here.) 

But if the married or unmarried condition of Laura is to be 
determined by her companions, it would be easy to give in- 
stances in which Laura is surrounded by unmairied women ; 
as in the 1 1th Eclogue, in which the companions of Laura weep 
for her under the name of Qalatea, and it is said that she 
is gone to increase the assembly of the virgins (Yirgineos 
addam coBtus). 

IV. The Abba's strongest point is this. In the third 
imaginary dialogue with St Augostin, the Saint reasons wi£h 
the poet on the folly of placing his affections upon an object 
of which death may deprive him. The poet replies that he 
hopes he shall not live long enough to see the day of her 
death ; and remarks that^ in ^e course of nature, Laura beiDg 
younger than he, she ought to survive him. To this St. 
Augostin replies that, nevertheless, her death is very probable, 
seeing that her fair body has lost much of its pristine vigour 
by reason of disease, as well as frequent perturbations. 
(" Quod corpus iUud egregium morbis ac crebris perturba- 
tionibus ezhaustum, multum pristini vigoris amisit,*^ 

Now, in all the early printed copies of Petrarch's works, the 
word perturhationtbtu is printed in full, or with only a slight 
cojitnciioripturbati<mibu8,9& in the Venice edition of 1 50 1 , now 
before me ; or ptwrbcUiomb^ in the Basle editions of 1496 and 
1664. And it is perfectly clear that the manuscripts from 
which these editions were printed must have had the words 
as above given, for we cannot suppose that it would be left 
to the discretion of the compositor to make any considerable 
contraction. But De Sade says that in the Boyal Library of 
Paris were two manuscripts, in which the word in question is 
not perturhationibtUy but simply a contraction, ptubs,^ which. 
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apcoiding to him, should be read jMrhiftttf, or '' child-bearing," 
80 that '' her constitation was exhausted by frequent chiM- 
beaiing." If this really were the meaning, there would no 
longer be any doubt about Laura's married t)r unmarried con- 
dition ; but seeing that not one of the early printed copies 
supports this yiew, we must suppose that most of the MSS. 
were like the early printed copies, and represented the com- 
mon reading. Even could it be proved that the two MSS. 
in question were the earliest in existence (one of them Pet- 
rarch's original copy, for example), and that the copyists of 
subsequent manuscripts expanded the contraction fVuhi, into 
perturboHonilnuy and that £rom one of these the dialogue was 
afterwards set up in type, De Sade would not prove lus 
theory ; for it would sti]l be as much unsettied as ever as to 
what the author really meant by phibt. 

The poet^s reply to the Saint^s remark is omitted by De 
Sade. It is this — *^ Et ego quoque et curis gravior et letate 
provectior fsMstus sum." '' I also am laden more heavily with 
cares, and am more advanced in years." In this reply' curia 
naturally goes with perkirbaiumiiuSf but would be ridiculous 
with partubtu, 

De Sade does not say that he saw the two manuscripts in 
the Boyal Libraiy, but he quotes a certiiicate firom the libra- 
rian Oapperonier, who certifies not enough, and yet too much ; 
for he quotes the MSS. as they <night to be read ''on lit» et 
qu'on doit lire,** ** et corpus illud egregium morbis ac crebris 
partubus exhaustum," etc. ; whereas De Sade distinetiy says 
that partubus vi not to be foxmd in these MSS., but the con- 
traction ptubs,, which he interprets into partubus. 

The writings of Petrarch were held in such high esteem 
that a Very large number of copies were scattered over 
Europe, most of which were probably of about Petrarch's 
time ; for within sixty-six years of his death printing put an 
end to copying ; and it is not probable that so important a 
word as the one in question should have been left to the 
mercy of a doubtful contraction, but rather its meaning, as 
given in the printed copies, was so well understood that a 
contemporary of Petrarch would have had no difficulty in 
reading for ptubs, thd word as printed. We must also suppose 
the early printers to have been more skilfdl in interpret- 



216 AN IMPROBABLE NARRA TION. 

ing the abbreviatioiis of MSS. than a man who comes four 
handled yean later, and gives a meaning which is altogether 
opposed to the reading of the printed copies. 

In answer to the objection that so long a word was not 
likely to he contracted into ftvbs^ it may be stated that dif- 
ferent MSS. give the contraction differently. In one MS. in 
the Lanientian library, according to BaldeUi, an « is intro- 
duced, which is not f onnd in fairi^ubfu ; and in another an a, 
fa!tvih$.y which is. But the MSS. of the thirteenth and four- 
teenth centuries exhibit such frequent mistakes that no argu- 
ment ought to be based upon the variation of a word made 
by one of the copyists. They contracted as it suited their 
pleasure or their interest ; they followed no rule, the most 
expeditious method being the best That they were a slovenly, 
dishonest set of men, is evident firom Petrarch's frequent 
complaints respecting them, some of which are quoted in the 
preceding note. No. YL 

The Abb^ has a remark on the word crdyrU^ as berug appli- 
cable to pcurU/JlmSy but not to jper^ttr5a^umi6tM, to which muLtU 
would, he thinks, apply ; but it has been shown that the best 
authorities use creber in the sense of frequens or astiduvs^ and 
that it is more correct than nwdtM. 

Y. I come now to one of the most incredible of all the 
Abba's statements. It is said that in 1633 (that is, 186 
years after Laura's death) a tomb was discovered in the dbiurch 
of the Cordeliers at Av^on, in one of the chapels containing 
the family vault of the De Sades. On raising the stone, which 
had no inscription, nothing was at first discovered except earth 
mingled with bones ; but on a closer search, a casket of lead, 
bound with a wire of brass, was found, containing a piece of 
vellum folded, and sealed with green wax, and also a bronze 
medal, on one side of which was the figure of a very little 
woman, surrounded by four letters M. L. M. L, which were 
supposed by some to be the initials of the inscription MadontM 
Lawa morta jace. The parchment contained writing that was 
scarcely legible ; but, in the dear light of the sim, a sonnet 
was made out, beginning 

Qttt rtposan gnui caste efdici ossa. 
Here rest those chaste and happy bones. 

These statements depend on the authority of a Florentine, 
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named Mannelli, who, aided by two others, made the search 
in question, being goided thereto by the MS. note said to 
have been written by Petrarch in Ms copy of Yiigil. [See 
Part L § 23.] But to say nothing of the extreme improba- 
bility of written characters, in a damp tomb, remaining legible 
after two centuries, Itidian critics of repute are agreed that 
the sonnet in question could not have been written by Petrarch, 
its style being so different — so very inferior, containing, as it 
does, senseless rhymes, and even ungrammatical structure. As 
to the note in the Yirgil, so much turns upon its authenticity 
that I shall return to it presently. 

The persons who made these discoveries in the tomb in 
1533 did not publish a^y account of them until 1550, ot 
seventeen years later ; and the narration is, to say the least, 
very improbable. The manuscript note in Yirgil, the sonnet, 
and the medal, bear conflicting testimony. If the note in 
Yirgil be authentic, the sonnet and the medal Ml under 
suspicion ; if these be authentic, then the note in Yirgil can- 
not be admitted. According to the note, Laura died in 
Avignon on the 6th April, and was buried the same day, a 
necessary precaution in the case of persons dying of the plague. 
The burial must have been hasty, at a time when all were 
made anxious by the pestilence, and no one knew who would 
be the next victim. Was that a time to think of sonnets and 
medals? or rather, was there time to prepare them in the few 
hours that intervened between the death and the burial ? and 
it was not probable that the authorities would aUow the tomb 
of a person who had died of the plague to be reopened in 
order to deposit a leaden casket According to the note, 
Petrarch was at Yerona when Laura died, and heard the 
news a week later at Parma. If this, then, be the tomb of 
Laura, and the sonnet and the medal were found in it, she 
could not have been buried on the same day that ^he died, 
and the account given in the note in YirgiL is not true. 
There are other difficulties. If the letters on the medal 
really imply Madofrma Lawra morta joM^ why put the inscrip- 
tion inside where no one could see it, and not outside, in the 
usual place. If J can be taken for joM (although the Italians 
do not use jaee for gtad^ something is wanting to indicate Qui 
'' here," if it be an Italian inscription, or Hie, if it be a Latin 
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one, in which case the J would lepieBent jacet. Tomasiiii 
gives a copj of the medal, with the letters M. L. M. L. (not L) 
Bat whatever the letters, they may be inteipreted in a nnmber 
of ways to snit almost any theoiy. 

Next, as to the note in Yiigil : Brace Whyte,^ who examj-ned 
it, with the assistance of two experts, states that it is written 
in a style of extraordinary simplicity, a quality not charac- 
teristic of the Latin compositions of Petrarch. Moreover, on 
comparing the handwriting with specimens of the poet's 
writings known to be authentic, differences were observed in 
certain letters, sufficient to throw a certain amount of sus- 
picion on the authenticity of the note. It was also discovered 
that the first word Lcmra was written with a double r, so as 
to make Lcmrra, a mistake not likely to have been committed 
by Petrarch ; and, farther, that a dumsy attempt had been 
made to convert one of the r's into an «, so as to make Lawrea. 
Mr. Whyte justly considered this of sufficient importance to 
request the two librarians who assisted him in the examina- 
tion to farnish him with a certificate, which he prints^ record- 
ing the fact 

A facnmile of the note is given by Marsand in his splendid 
edition of the Bime (Florence, 1822) ; but several authorities 
agree that the handwriting of Petrarch's time embarrasses 
every one on the question of identity. The book has often 
changed hands from the time when the Dondi feunily possessed 
it, in 1380 or 1390, until it found a safe asylum, first in 
the Library of Pavia, afterwards in the Ambrosian Library 
of Milan, where it remained undiaturbed, if we except 
a forced visit to Paris in the time of the first Napoleon. 
In 1796 the book was pulled to* pieces, and other notes 
by Petrarch were found, recording the deaths of many of 
his friends, such as that of Paganini in 1348, the year of 
Laura's death, but not her death. Hence it has been sup- 
posed that Petrarch wrote a short note on paper, intending 
to expand it at some fature time, but not having done so, it 
was recast, with interpolations, by one of the early possessors 
of the book. Yitalis^ gives an account as to how mistakes 

^ "HiBtoire des Langaes Bomaneset de leiir Litteratore." Paris, 
1841. See vol. iii. cIl zzzriii. 
' See Vitalis, *' Les Environs de VaudoBe." 1842. 
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may thns have arisen without any intention to deceive ; but 
for this I most refer to hiB book^ folly agreeing with his con- 
clusion that Petrarch's works manifestly contradict the note 
in Yii^ as to the place of first meeting with Lanra ; and 
that there is no doubt about the authenticity of the poems, 
brit great doubt as to the authenticity of the note. 

A^ there are many passages in Petrarch's works which dis- 
tinctly refer to her birthplace, so there are passages which 
define her place of buriaL In the 11th Edogue, in which 
Laura is celebrated under the name of Qalatea, three nymphs 
are introduced, one of whom asks the others to describe 
where Qalatea is buried. The description is sufficiently ruraL 
But without quoting farther on this point, it may be stated 
that numerous passages in the works of Petrarch bear con- 
cordant testimony to the points insisted on in this argoment. 
It is not pretended that the evidence is more than inferential ; 
but on the other hand it is not beset with the difficulties that 
surround the various points of De Sade's theory, when they 
come to be closely examined. 

The extreme improbability of this theory suggests several 
other considerations. Is it likely that the wife of a nobleman, 
living in so important a city as Avignon, could have been the 
object of adoration on the part of so celebrated a man as Petr 
rarch ; that his. sonnets in her praise should be poured out 
by hundreds, and sung in the streets over Itsdy, if not 
Europe, and the lady herself be so fiur unknown that a 
member of the Colonna family, namely, the Bishop of 
Lombes, as already noticed (Part L § 17), not only did not 
know her, but supposed her to be a creati6n of the poet's 
fcmcy ; while the poef s most intimate friend, Boccaccio, 
referred to her as an allegory of the laurel crown ? Would 
It be likely that no contemporary writer should have 
mentioned her? Would her husband have permitted all 
these glowing effusions to be circulated respecting his 
wife ? Had she been a wife and a mother, woidd Petrarch 
never have aUuded to the&ct ? He describes the most minute 
particulars respecting her, such as her gown, her glove, her 
veil, her jewels, her mirror, her window, her walking, sitting, 
musing, singing, talking; he describes her alone and in 
company ; in smiles, in tears, in sickness, and m health ; but 
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he never once refers to her husband and children. He re- 
wards the artist who painted Laora^s portrait with a couple of 
sonnets, but there are no birth or birthday sonnets in honour 
of Laura's children. After her death, the poet is in frequent 
conununication with her spirit, and still there is no reference 
to her children ; but the style of conversation is just such as 
might be expected between two lovers who could not be 
united on earth, but hoped for union in heaven. 

There is a want of agreement in the portraits of Laura, 
three of which are distinguished among a crowd of others, 
and these three do not resemble each other. It is not likely 
that Simon could have taken Laura's portrait for Petrarch 
under the eye of a jealous husband, or without his knowledge, 
seeing that the two sonnets above referred to would have 
divulged the secret. It is probable that at the time Simon 
was employed, Petrarch was at Vauduse, and Laura at 
Cabri^res. This portrait was painted in 1338-9. 

Then there is the extreme improbability of a man of such 
strong religious convictions as Petrarch paying court to a 
married woman. In the 288th Sonnet he speaks in terms 
that are quite irreconcilable with the theory that he did so : — 

S onesto amor pud merilar mercede. 
If honest love may merit a reward. 

Love for a married woman would not be honest ; nor could 
he say that '' his fEdth to her, like the bright sun, was known 
to all the world ; " nor call on Heaven to bear witness to its 
purity, Laura now in heaven knowing that it was pure. Had 
this been a guilty love, he could not have concluded this 
sonnet with ^e following tercets : — 

May she, at length, from. Heaven compassionate 
Give ear to all my sighs, soothe me to rest 
With vidons of hersdf in sympathy : 

And when, at last, I quit this mortal state. 
May she conduct me to the spirits blest. 
True Mends of Christ, true friends of honesty. 

I may also refer to the 306th Sonnet, commencing thus : — 

Methinks the messenger each hour I hear, 
That Laura sends to call me to her side. 
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And condnding tboa — 

Happy the day of my escape, when I 

From this poor mortal piison-house get free, 
And its frail scattered ruins leave behind ; 

deaving the darkneas that oppresses me, 
Into the bright serene I upwards fly, 
And there my Saviour and my Lady And. 

But supposing the main points of De Sade's theory to have 
been disposed of, and it is admitted that Laura was never 
married, it is difficult to understand the hopeless passion 
of Petrarch. If the poet knew that she could £rown, he 
has frequently told us of her smile. Why then were they 
not married? So far as I have been able to form an 
opinion on the subject, the answer is likely to flow £K>m two 
sources : — 1. The peculiar position of Petrarch with respect 
to the Church ; 2. The pecuUar character of Laura. With 
respect to the first, Petrarch was an ecclesiastic belonging to 
the secular clergy, wearing the tonsure and the clerical dress, 
and holding several ben^ces that did not involve the cure 
of souls. He held a canonry in Cavaglione ; he was arch- 
deacon of the Cathedral of Parma ; canon in the Cathedral 
of Padua ; domestic chaplain to Robert, King of Naples ; and 
was even offered a bishopric. He was a favourite with several 
of the Popes, who were desirous to engage lus services in 
the pontifical secretaryship. Squerdafico and other early 
biographers state that one of the Popes (Castrucci says it 
was John XXIL, who was elected 1316, and died 1334) 
wished Petrarch to many Laura, and offered him Mb apo- 
stolical dispensation, together with certain rich benefices ; 
but that our poet refused, with the remark, Nonvoh dfiwnvr 
marito per non Uucian Swurt amante^ — ^I wish not to 
become a husband, in order that I may not cease to be a 
lover." But when Petrarch first met Laura he was an exile, 
without fortune, and could not aspire to the hand of the 
daughter of a nobleman, or rather her feunily would have 
opposed such a mesalliance. Secondly, Laura's character, as 
we are repeatedly assured by the poet, had in it something 
that belonged rather to heaven than to earth ; and in the 
dialogue with St Augustin already referred to, she is 



222 PETRARCH'S RELA TION TO LA URA. 

described as haying her mind disengaged from the cares of 

this world, burning as she is with heavenly desires,— "< Onjiis 

mens, tenenamm nescia corarom, CGaLestibns desideiiis ardet" 

These few words seem to explain as religions excitements the 

jMrfuf&attoni&tM already referred to, and wonld also incline 

Laora to regard her tonsured admirer as a priest with whom 

marriage wonld be sacrilege. This wonld explain the cold 

looks and high disdain by which she kept hun at a distance 

when his advances werci too eager ; and it wonld not oppose 

an occasional smile by way dT retaining-fee for him who 

sang her charms in snch beautiful verses. The priest on 

one side, and the nobleman's daughter on the other, might 

occasionally meet on the tacit understanding that they were 

lovers, although their respective social positions prevented 

a closer relationship. That they thus met is evident from 

the Rvmey which also bear witness to their jealousies, and 

estrangements, and reconciliations, their meetings at indoor 

parties, water parties, and garden parties ; and at one of 

these last, the owner gathered two roses, and presenting one 

to each, remarked, ^ The sun never shone upon such a pair 

of lovers'' (Sonnet CCVIL, Dw rose). That Laura was under 

parental authority is evident firom Sonnet CLXnL,.Ir' ofura 

Serena^ in which the poet complains that she is kept from 

him by disdain {sdegno) ; and again, in Sonnet CLXXXVI., 

LieU e pevuou, when some ladies inform him that Laura is 

not allowed to join their party, as usual, lest she should meet 

her lover, he exclaims indignantly, ''Who shall restrain 

lovers, or impose laws on them ! " The ladies reply, that 

although her body may be held captive her mind is free. 

When Charles of Luxemburg saluted Laura in public [Essay, 

§ 24], the poet is filled with envy at the act, '' so sweet and 

strangd," (Sonnet (XXL, Real nature^. And, lastly, in Sonnet 

CCLXXIY., Ttttta la mia fiorita etade^ when the poet, now 

high in rank and importance, seems to have overcome Laura's 

scruples, or those of her friends, and marriage seemed possible, 

envious death took her away. All this is consistent with the 

theory that Laura was not married, but it is inconsistent 

with De Sade's theory. 
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VIIL — ^Allbgobt on LaiddUL 



SONNHT CLVII. 

Type I. 



V Ufia Candida cerva sapra V erba. 



At sunrise, while the season yet was cold, 
Between two riyers, 'neath a laurel shade, 
Appeared to me upon the verdant glade, 
A fair white hind ; her horns were both of gold : 

So sweetly proud she seemed, as ne'er was told, 
That I, to follow her, all work delayed ; 
As when the miser some new gain has made, 
For joy forgets his labours manifold. 

This motto round her collar, sparkling bright, 
In diamond and topaz, I espied : 
Let no one touoh mb-t-Gjosab has made me free. 

And now the sun had reached his noontide height : 
Weary with gazing, but not satisfied, 
I saw no more, the abyss receivM me. 



In this allegory the poet refers to his first meeting with 
Laura in early spring, at sunrise, on the 6th April 1327. 
The snow-white hind refers to her fair person and pure mind, 
and the horns of gold indicate her hair. The place of meet- 
ing was between the two rivers, Bodono (the Rhone) and 
Draenza, that is between Yauduse and Lilla (L'lsle) ; and the 
laurel shade signifies that the body of Laura overshadowed or 
veiled her mind. In the second quatrain, the figure of the 
miser is not well sustained. The poet relates that the vision 
had such an effect upon him that he gave up all other work 
in order to follow it ; but he Euiys that the miser forgets the 
toU in the pursuit of gain. With respect to the collar, the 
andents, and after them the alchemists, attached many vir- 
tues to precious stones, the diamond protecting the wearer 
from the allurements of love, and the topaz conferring cold- 
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nesB.^ The motto aigmfies that it had pleaaed Qod to make 
the wearer firee from all carnal desiieB and imperfectioiiB. 
The Bim had now attained hia meridian ; that ia, a life of 
aeventy Teaza ia repreaented by a day, and Lama died before 
ahe had completed half her day, or middle life ;^ or, aa ahe 
aaya elaewhere (Sonnet CCLXL, Pabt U^ p. 156, om^^ 

And cloaed my day, before the eve waa near. 

The poet gazed in rapture ao long aa the beautifal viaion re- 
mained in aight, but when it disappeared, he fell into the 
abyaa of grief. It is impoaaible to apply all this to a married 
woman. 

Although thia Sonnet ia indnded in the Fito, and may 
have been written while Laura waa aick and in apprehenaion 
of her death (aee Sonnet CCXI^ Pabt I., page 132), it may 
alao have been written after her death, aeeing that her age 
at the time of that event ia ao nearly indicated. 

The Sonnet aeema to haye been baaed upon a atoiy related 
of Geoaar, who aet at liberty aome deer, with a circlet of gold 
round the neck of each, contaioing the motto— J^^o&' mt tan^erey 
gwia Ccuofria swm — ^ Let no one touch me, becauae I belong 
toGsBaar." 



^ In the '' Triumph of Ghaatlty'' Lama Ib described as being dressed 
in white, to denote her purity, i^th a chain of diamonds and topazes 
ronnd her neck, with which love was effectually bonnd ; and it is 
stated that ladies now have no snch strong chains wherewith to bind 
loye. In the ** Trinmph of Death " 

La beUa Donna e la compagne eUUe 

are described as being dressed in green, the colonr of springy emblem- 
atical of youth, and ronnd their neck white ermine, with gold and 
topazes, emblems of their pnrity, modesty, and candonr. 

* This agrees much better with Yelntello's date (page 210) than 
with De Sade's (page 209) :— 

De 8ade. VauteOo. 

Laura died 1848 1848 

was bom 1807 1814 



Laura's age 41 84 

It is obvious that thirty-four is more appropriate to memo giomo 
(iqiddle age) than forty-one. 
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IX. — German Translations of PErrRARotfs Sonnets. 

Among the GtooaiL txaoslatoiB of Petrarch's Bonnets are 
Foister (Leipzig^ 1861)/ Eiigar (Hannover, 1866), and 
Htibner (Berlin, 1868). This last, however, is a selection 
of one hnndred and fourteen sonnets, which, according to 
Gteiger (Petrarka, Leipzig, 1874), are so admirably translated, 
as to throw all previous attempts into the shade. I have 
read them with great interest, and find their chief merit to 
consist in their poetical ring (which is so rare a quality in 
translations). In producing it, M. Hilbner has been assisted 
not only by a good ear but by the' judicious admixtuie of 
male and female rhymes, which give his language so much 
advantage over our own.^ In common with most other 
translators he takes great liberties with the form, especially 
in the grouping of the tercets. He generally succeeds in 
keeping the quatrains regular, altibough in some cases these 
are varied in a most objectionable manner ; as, for example, 
in Sonnet 233, Do^emi |Hice, 1221, 3223; in Sonnet 198, 

Cam&rOtay 1221, 1331; and in Bonnet 316, Epvrtofdice^ 

1 2 2 1, '3 4 4 3. He is still more irregular in the tercets, 
which, in some cases, assume very objectionable forms, in-r 
trodudng rhymed couplets 3 3 4, 3 3 4, and such eccentric 
groupings as 3 4 3, 5 4 6, and 4 6 6, 4 6 6. In fact, the 
author thinks it necessary to apologise for the liberties he 
has occasionally taken witii the form. 

But faults of a graver character are to be occasionally met 
with, such as mistranslations, omissions, and interpolations, 
and want of perception as to the point of the sonnet. In 
Sonnet CLYII., Una Candida cerva [see page 223, aaUe]^ the 
translation begins with the last line of the first quatrain — 

Ltfoamdo *l sole aUa stagiane acerba. 
At sunrise, in the season immature ; 

i.e. in early spring ; but M. Hubner has got — 

E$ war im Fruhling und der Tag war heisa. 
It was in spring-time, and the day was hot. 

1 The mSnnliehe Rnm oonsistB of one rise or one fall, snch as kmg, 
Oangj Ottcmg, The weibliche is made up of one rise and one fall, 
sndi as ge^ingm^ singm, kUngen. 

Q 
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The translator Bays notluiig about Bimzifley and Petrarch 
does not say that the day was wann. Bat there is a 
sfcUl graver fiiuilt of omission. The translator omits three 
lines of the second qnatrain, induding the siniile of the 
nuser ; transfers the first tercet to the second quatrain ; and 
makes up his two tercets with the assistance of padding. 
Petrarch occasionally drops, in a quiet way, two or three 
words, which the careless reader might pass oyer as expletives, 
but which really form the key-note of the poem. For ex- 
ample, in Sonnet LXIX., ^wm i capei [see page 177^ ante], 
the poet, many years after his first meeting with Laura, 
describes her charms as he saw them for the first time, and 
winds up the sonnet with the beautiful figure of the slackened 
bow. But in the first quatrain the poet just drops a hint that 
the lustre of Laura's eyes is now somewhat dimmed, which 
gives point and force to the closing simile. But M. Htlbner 
omits these pregnant words, and instead of the bright light 
that once flashed from Laura's eyes, hut now dwimed, he 
substitutes the words, die trie Sterne ^ehen, ** which stand out 
like stars." Petrarch, in winding up the sonnet, again drops 
two or three words — e ee non fosee cr tode — ** and if they ** 
[her charms] *' are no longer sudi " [as above described]. 

The slackening of the bow heals not the wound. 

But, by a singnlar perversity, M. Htibner again omits the 
few pregnant words which are so necessary to the point of 
the sonnet. The following is the last tercet in the original, 
with the Qerman and the English translations : — 

Uno epirto celeste, im vivo Sole 
Fu quel eh' ^ vidi; e se nonfosee or tale, 
Piaga per aUentar eT arco non soma, 

Ein Himmelsgeist, ld>end *ger Sonne Begung 
War, was ich sah ; so hleiiht die Liebeswunde 
Ob sMaff der Bogen, ohne Linderungen. 

A heavenly spirit did I see and hear, 

A Uving sun ; and if such charms take wing, 
The slackening of the bow heals not the wound. 

As a specimen of M. Htibner^s best style, I give the follow- 
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ing from Sonnet OCLXX.^ QwiL r<mgnmol [see page 194, 
amt$\, It is eas7 and flowing^ and its fiaiiltB are due to the 
necessities of rhyme. In the third line, for example, the 
original says that the nightingale fills with sweetness the sky 
and the conntiy ronnd ; the translator says, ^ fills the sky 
night and day ;" and in the fifQi line he says ''night" only ; 
and omits the word that describes the variety of the bird's 
notes. Such faults as these disfigure more or less aU the 
efforts of this otherwise meritorious translator : — 

Die Nachtigall, die mit so holder Elage 
Um Kind xmd Gattin trauert, ihre Lust 
EifiiILt mit Sang den Himmd Nacht und Tage 
Lu seelenvoUsten Ton der kleinen Brust 

Sie klagt mit mir die Nacht, als ob sie trage 

Wie ich den schwersten, schmerzlichsten Yerlust, 
Wenn ich mir weinend immer wieder sage : 
'' Dass Engel sterben hab' ich nicht gewuast I" 

Wie irrt* ich schwer, da ich so sicher war, 
Dass ihre schonen Augen, hell wie Sterne, 
Nie konnten dunkel, Staub und Asche weiden ! 

Jetzt erst erkenn' ich^ ach und seh' es klar, 
Mein Schicksal will, dass ich in Thranen leme, 
Wie alle Lust so eitd hier auf Erden ! 



THB BND. 
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